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Informal portraits are all about capturing a mood. 
Successfully done, they porlray the subject in a 
way that reveáis somelhing about their personality. However, informal does not mean 
unplanned. Thoughtful compasitian, a good sense of timing and the ability lo put subjects 
at ease are all factors which wlll help produce images that are on a completely difieren) 
plañe from the run-of-the-mill snapshol. 
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Framing the Image 

The first concern ¡n portraiture, os ¡n every olher lype of 
photogrnphy, is composition. The human (ace is the focus of the 
image, bul there are many difieren) ways of placing itwithin the frame. Striking 
compositions can help emphasise the subject's features, but there is no need lo inelude the 
whole of the subject in the picture - or even the entire face. 



Kobi Israel wonted to emphasise this Cuban man's wrinkled face 
and the texture of his hat, and so shot from a low viewpoint and 
framed the image tightly. He used a 28-105mm lens to zoom in 
cióse, and took advantage of the tilt of the man's hat to creóte a 
diagonal composition. He selected a wide aperture whith, used at 
the telepholo end of the zoom, threw the background completely 

out of focus. 

Technical Details! 

35mm SLR camero with a 28-105mm lens and Kodak Elitechrome 

100 tronsporeney film. 


Rule of Thumb 

The rule of thirds, or the golden section, is a elassie 
oompositional devi ce. Imagine lines splitting the frame 
into three equal portions horizontally and three equal 
portions vertically. Placing elements of the oompositian 
on these imaginary lines will help to balance the 
image. Framing so that the subject, or part of the 
subject, falls on a point where the lines intersect will 
help to focus attention on it. fhrtraits are often 
enhanoed by placing the subject’s head, or in close-ups 
the ir oyes, on or near an intersection of thirds. 


Seeing 

While travelling in the Himalayas, Diane Barker 
attended a religious ceremony at a monastery in 
Ladakh, Northern India. As the ceremony carne to a 
cióse, the young monks crowded round and she 
was attracted by this bo/s cheeky 
eXpreSSÍOn. The wooden door frame 
provided a natural frame for his face and its scuffed 
grey paint nicely COITiplemented the dee P 
red of his robes. 

Thinking 

The mood was light-hearted, and the young 
monks were just as interested in the photographer 
as she was in them. This meant she had plenty of 

time to capture the shot she wanted. 

She was helped by having a friend with her who 
was naturally flamboyant and had the knack of 

putting peopie at their ease As,he b °y 

stared at the visitors, Barker simply raised the 
camera and snapped him. 

Acting 

Barker composed the image instinctively so that the 
wooden beams neatly f pg mgd tde d °y s * ace 
At the same time they partly obscured the more 
serious expressions of his companions. The beams 
provided a natural frame within the image frame and 
divided the picture up into several distinct areas of 
interest. The only ¡||umÍn0t¡On was from 
natural daylight 




Technical Details 





Informal Portraits 


10 


Framing the Image 


_Technical Details 

35mm SLR wilh a 28-l05mm zoom lens and llford FP4 b&wfilm.T 





For this pitlure, Kobi Israel used the telephoto end of a 28-105mm zoom 
lens to crop ¡n dosely on the face of this elderly lady. He emphasised the 
textures of her weather beaten face and the fabric she was wrapped in and 
chose black-and-white film ral her than colour. He completed the imoge by 
moking a black and white print and sepia-toning ¡t. 


Seeing 

Kobi Israel photographed this young girl on a trip to 
Cuba. He was drawn by the serious look on her face 

and her dark. expressive eyes- The 

entrance to her family house, with its plain cement 
wall and the battered, weathered wood of the door, 

madetheperfect background The 

teXtUreS anc l c °l° urs added warmth to the 
picture but were neutral enough not to distract 
attention from the girl. 

Thinking 

The photographer was faced with a number of options 
in framing the picture. He could have shot from 
relatively far back to inelude the whole of the girl's 
body and a large part of the house and door, or he 
could have turned the camera on its side to take a 
full-body, vertical portrait. Instead, he chose a 
horizontal crop and moved in cióse for a tight 
composition Using a 28-105mm zoom 
lens meant he could try out different framing 
options quickly. 

Acting 

Israel used the r(j|g of thirdS 10 compose the 
shot, placing the girl a third of the way in from the 
right-hand side of the frame and balancing the 
composition with the dark, vertical line of the half- 
open door on the left. Her face was near the top of 
the frame, placing her eyes, the |TI3¡n fOCUS 
of interest on an intersection of thirds for 
added emphasis. 











This wos a more obvious trop, bul 
Kobi Israel chose lo frame 
horizonlally and balance the 
¡mage so (fíat atlention wos 
focused on the girl's eyes. 



iTechnical Detalla_ 

35mm SLR wlth a 28-105mm lens and Kodak Elitechrome 100 transparency film. 
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Framing the Image 


Seeing 

Kris Rackham developed this bold technique of 

shooting tightly cropped f aces as a means 

of adding drama to his portrait photography. He 
wanted to create attention-grabbing ClOS6~UpS 
and, by focusing on eyes staring steadily back ¡nto 
the camera, make the viewer wonder what was 
going on ¡n the mind of the subject. 

Thinking 

This girl carne along to the studio simply as a friend of 
another model, but afterthe session was over, 
agreed to have her own picture taken too. The 
photographer framed very tightly, and off-centre, so 
that although only half of her face was visible, it filled 

the frame. A 70-210mm lens'etNm 

ZOOITI ¡ n anc * outto compose the image. 

Acting 

Rackham wanted the lighting to be gentle so that it 
would f 10tt©r tde m odel's unblemished skin and 
her soft blonde hair. He used a relatively simple Set¬ 
up, with a single softboxt° h8r 

right supplemented by a f gf iGCtOT tdat 
bOUnCGd üght back into the shadow areas. 



Alechnical Detaila_ 

35mm SLR camera with a 70-210mm lens and Kodak Tri-X b&w film. 





The approach to these lwo pictures was similar although Ratkham varied the lighting set-up lo give a slighlly harder effect. The girl with the hair over 
her eye was quite assertive bul the photogropher wonled to bring out the shy individual he felt was lurking underneath. He used two softboxes with a 
reflector, together with a spollight to increase the level of contras). The shot on the left was a warm-up shot taken before the session got properly under 
way, bul it turned out to be one of the most successful. This time the lighting set-up consisted of one softbox, o spollight and a reflector. 


Alechnical Details_ Alecünical Details 

35mm SLR camera with a 70mm lens and Kodak Tri-X b&w film. 35mm SLR camera with a 70mm lens and Kodak Tri-X b&w film. 
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Framing the Image 


Seeing 

Michael Busselle saw this picture 
from his hotel bedroom window 
while staying ¡n Negombo. Sri Lanka. 
He was attracted by the bold 
Shape the catamaran's sail as 
well as by the man's pose. 


Thinking 

He had to act quickly, and decided that ¡t 
would be best not to attempt to include 
the whole of the boat as this would have 
meant so me d ¡StraCti ng 
detai Is wou ld be featured and that the 
man would be too small in the trame. 


Acting 

Busselle decided to use a long-focus 
lens t0 trame the image quite tightly, 
and this also allowed hím to place the man 

°nthe ¡ntersection of 
thirds 



Busselle opted for very tight framing for this portrail, as he 
wanted to emphasise the man's rich skin texture and to include 
os little background as possible. He used a long-focus lens and 
shot from around two metres away to avoid distorted perspective. 

ATechnlcal Details_ 

35mm SLR Comerá with an 70-210mm zoom lens, an 81A 
warm-up filter and Kodak Ektachrome 64. 



Busselle decided a frontal viewpoint of this 
cottage, which he'd come across in a village in 
Normandy, was his best option, as he wanted to 
emphasise the potterned effect of the timbered 
facade and the shuttered Windows. He framed 
the shot using his zoom lens to include the 
man's feet and all of the upper floor Windows, 
and a viewpoint which allowed the man to be in 
the centre of the image. 

Technical Detalla_ 

Y Médium Formal SLR Camera with an 55-1 lOmm 
zoom lens, an 81A warm-up filter and Fuji Velvia. 














Teohnioal Detalla 
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Framing the Image 


Rule of Thuníb 

One of the most common causes of 
photographs lacking impact is that too 
much Information has been included in the 
image. Befo re making your exposure it is 
wise to first consider whether you could 
frame the image more tightly, by moving 
closer to your subject or by using a longer 
focus lens. 








Seeing 

Michael Busselle spotted this man in his van in a Street 
¡n Bal i, and was struck by the ¡nteresting 

combination provided by the rich brown 

of his skin and the bright saturated y@||OW °* his 
van. 

Thinking 

He realised that the van's window could make an 

effective frame within a frame, and 

his first thought was to shoot from the side and 
square -on to the window, but this would have 
denied him an effective VÍ6 W °f man’s face 

Acting 

Instead he used a V¡6WpOÍnt fr°nn where he had 
a better view of his subject, and he f raiTISd 
shcrt so that enough yellow was featured to be 
effective while the man himself was allowed to 

remainthedominant element °f the 

image. 


Busselle framed this shot, taken during the Pope’s 
visit to Britain, ¡n a way which showed ¡ust enough 
of the umbrella to establish it in the picture, but 
decided agoinst induding more of it because it 
would hove added detoil which would have 
detracted from the picture and lessened its impoct. 

Technical Detalle 
35mm SLR Gomero with an 75-150mm zoom lens, 
an 81A warm-up filter and Kodak Ektachrome 64. 


Busselle would have photographed this situation, seen in a Moroccon 
village, even if the man and child had not been there. He framed his 
picture so that the background was quite symmetrical, and he placed his 
subjects in the centre of the compasition. 
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Capturing the Moment 

Timing ¡s everylhing. A split-second tan make the difference 
betv/een a successful ¡moge thal captures a mood and an 
unsuccessful one that misses ¡t. With experience, the portrait photographer will get a feel for the right 
moment lo fire the shutter. Make sure you're absolutely familiar with the way your equipment works: 
practise focusing and framing until they become setond nature. Limitless palíente and fast reoctions 
are invaluable assets, while knowing the subject is always an advanlage. 


Seeing 

Terry Way set out to create a h UITIOrOUS P¡ cture exploring 
the perspective °* a srna ll ch¡ld looking up - which, after 
al I. is what small children ¡nvariably have to do when dealing 
with adults. His young son Colton, wandering around the family 
garden wearing a pair of swimming goggles and a floppy red hat, 

providedtheperfect model 

Thinking 

Way wanted to suggest the thought processes going on inside a 
child’s head, and so aimed to catch his son staring 
directly into the camera. The fact that the boy's eyes were 
obscured by the dark goggles added humour to the picture, as 
did his quizzical, deadpan expression. He positioned the boy on a 
garden path and framed so that it snaked off into the distance. 

Acting 

usinganextreme wideangle lens- a17 m m - 

he exaggerated the size of the boy's face in relation to the rest 
of his body and to his surroundings. This also created a rather 

dizzying perspective Theredha >. andthe|ate 

afternoon sunlight falling on the boy's face and chest, made him 

stand out trom the neutraI background Then ih e 

photographer just had to wait until his expression was right 
before firing the shutter. 


Technical Betails ^ 

35mm SLR camera with a 17mm wide angle lens and Kodak El OOVS 
colour tronsporency film. 





Technical Details _ 

f Médium formal camero with a 1 50mm leas and Fuji Neopan 400 b&w film. 



First of all Ronnie 
Bennett photographed 
this livelv fouryear- 
old with nis parents 
and then took some 
pictures of him on his 
own, sitting in the long 
grass. She asked mum 
and dad to stand just 
behind her camera 
position and to ottract 
their son's attention. 
Wbile he was busy 
waving to them be 
poid little attention to 
the camera, which 
gave the photographer 
the chance to capture 
his exuberant 
expression. 
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Capturing the Moment 



Technlcal Detalla 
























Rule of Thumb 

Familiarity with your equipment 
is an important factor in being 
able to capture a fleeting moment 
successfully. It’s a good idea to 
practise aiming, framing and 
focusing your camera, so that it 
becomes a swift, fluid action and 
you are able to do it almost 
without thinking. 

Seeing 

Michael Busselle spotted this ¡mpressive shop front ¡n 
Rodeo Drive ¡n Los Angeles. He was attracted by the 

rectangular gold portal andthe wa y 

the interior lighting had highlightedthe shop 
dummy inside. 

Thinking 

He had taken a few shots of it before wondering if the 
inclusión of a human f¡gUT6 rnight make it 
more interesting. He decided to wait to see if a 


Technlcal Detalla_ 

Y 35mm SLR Gomero wifh o 35-70mm zoom lens 
on 81A worm-up filter and Fup Provio. 



This shot depends 
entirely for its effect 
upon the ¡uxtaposition 
of the stotue and the 
passing woman. A 
setond sooner or later 
would hove completely 
altered the composition. 


suitable candidate might \f\ZQ \ |< by. 

Acting 

This lady with her Splendid hat was more than 
he could have hoped for. With his image ready~ 
framed he simply waited until she arrived at the 
most effective spot and fhen fired. thanking 

his lucky stars as she turned her head towards the 

dummyatihe crucial moment. 


This picture was taken during a small French village 
fair in which the locáis had all dressed in period 
costume. This fine-looking man was the mayor, and 
Busselle felt the opportunity presented by his 
dignified appearance and the incongruity of his 
riding on the merry-goround was too good to miss. 
He was able to wait while the man went round a few 
times and then shot when this backward glance 
coincided with him being placed in a good position 
from Busselle's chosen viewpoint. 

_Technlcal Detalla 

35mm Rangefinder Camera with a 90mm lens, an 
81A warm-up filter and Kodak Ektachrome 100 SW. 
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Capturing the Moment 


Seeing 

Michael Busselle had been W8tCh¡fig y° un 9 
lady selllng balloons for some time while shootlng ¡n 
the Los Angeles DÍSn6yland and he ^ el * l ^ at 
she offered the pOÍSIltial f° r a 9°°d P¡ c, ure. 

Thinking 

lt seemed to hlm that the most GffSCt¡V6 shot 
would be one where the bSCkgrOUfld 
consisted of just balloons, and so he quietly 

manoeuvred himself ¡nto the best 
viewpoint t0 ac L>i eve thls plcture, wlth his lens 
already set to trame the shot quite tlghtly. 

Acting 

Unfortunately, however, her bG3d W3S 

tumGd tothe right all the time as she dealt wlth 
a small queue of customers, and thls meant her face 
was ¡n deep shsdOW When she momentarily 

turned her face ¡DtO the Üght the plcture 

suddenly became al ¡ve, and Busselle was able to 
shoot a couple of qU¡Ck fiaiTlGS' ,his one 
featurlng the best GXprGSSÍOn 

Rule of Thumb 

It’s a mistaken belief that motor-drives, 
which many cameras now feature, wlll allow 
you to hedge your bets successfully and to 
depend upon rapid firing to guarantee the 
most important moment wíll be recorded. In 
reality this rarely happens, and in most 
cases you will stand a far better chance of 
capturing the most significant moment of 
an action by good anticipation and a quick 
reaction. 


Teelinlcal Detalla_ 

T 35mm SLR Camera with a 35-70mm zoom lens, an 81A warm up filter 
and Kodak Kodachrome 64. 









Technical Detalla_ 

Y 35mm SLR Camera with a 80-200mm zoom 
lens and Kodak Ektachrome 200. 



Busselle had his camera ready to aim 
al this lillle girl for a while as she was 
engrossed ¡n a gome at a children's 
party. Bul it was not until she looked 
up for a moment that a worthwhile 
picture became possible, and then only 
for a second or so as she became self- 
conscious upon realising Busselle was 
photogrophing her. 


This picture has worked quite well simply becouse of the ¡uxtoposition of 
the various elements. The players were obviously moving all the time, and 
there was ¡ust one fraction of o second when the figure on the far left 
struck this pose, and was olso dearly separated from the others. This wos 
the moment Busselle wos woiting for, ond it meont he could achieve o 
sense of order ond bolance in the composition. 


Technical Detalla _ 

Y 35mm SLR Camero with a 35-70mm zoom lens ond Fuji Provia. 
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Directing Relaxed Poses 


When people are tense, they rarely make good portrait 
subjects. Mood, environment and the behaviour of the photographer can all affect the way 
they internet with the camera. The photographer should do all he can to pul his subjects at 
ease. The more relaxed they are, the more natural they are likely to appear in the finíshed 
image. The importan! thing is to make them feel parí of a collaborative process. 


Seeing 

Michael Busselle saw these two charming oíd ladies as 
he walked past their house in a village ¡n Alsace, and 
could not resist the appeal of their r©|0X6Cl 
attitude as they rested after sweeping the 

attractive oíd courtyard ^ehazy 

morning sunlight he encountered had created a 

pieasantiyatmospheric quality. 


Thinking 

Since he had already asked their permission for a photograph, his first 

thoughtwastoapproach them closely shooting 

them as a straightforward double portrait. On reflection, however, he 
felt the most pleasing way of photographing them was to inelude 
more of the Setti PlQ in which they were seated. Although 
sunlit. the Ijght W3S SOft and fh 0 shadow it cast was 
attractive. ensuring thatthe COntiaSt between the shaded 
ladies and the highlight on the distant wall wasn't too great. 


Acting 

Busselle declded to use a widB-ang I© l©nS so 
that he could move in cióse without the ladies 
appearing too large in the frame, while at the same 
time, including a reasonably |grge ©XpaflSe 
of the building behind them. He framed the shot so 
that the women occupied the bottom quarter of the 
frame and the edge of the shadow led away 

diagonally to the sun|it wa|1 



This shot of Michael Busselle's friend, the pointer Bruce 
Pennington, was taken on a doudy day in his shaded 
garden and, since the soft daylight was hitting him from 
directly overhead and creating shadows on his face, 
Busselle used a large white reflector as cióse as possible 
under his chin to bounce light back into this orea. He used 
one of the paintings he was working on as a background 
which has echoed the overoll bluish quality of the image. 



Technlcal Batalla 














Rule of Thumb 


One way of ensuring a relaxed and natural- 
looking portrait is to ensure that your subject 
is oomfortable. They need not necessarily be 
seated but they should be posed in a way 
which avoids the rigld, standing-to-attention 
appearance which olten results when a 
photographer says, ‘Let me take your picture’ 
without first considering the models comfort. 


Teohnloal Datalls_ 

VMédium Formal SLR Camera with o 55-11 Omm zoom lens, an 81A warmup filter and Fuji Velvia 


















*T 



I [ 

• f 
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Directing Relaxed Poses 


Rule of Thumb 

Be very wary of approaching your model too 
closely when shooting cióse-up head shots, as 
this can produce an effect where the subject’s 
features are noticeably distorted with the 
no se and chin appearing disproportionately 
large. As a general rule, around one-and-a-half 
metres should be considered the safest 
mín imum distance. If you wish to obtain an 
image whích has a tighter crop, you can use a 
kmg-focus lens. 


Seeing 

Taken in Sri Lanka, this portrait of a shop keeper 
appealed to Michael Busselle because of the 
COntraSt between the man's rich brown skin and 
the colour of the SCieen was standing 
behind. Busselle also llked the shapes created by the 
Windows. 


Thinking 

His flrst thought was to shoot this as a closer, upfight i ma 9 e 
but this would have reduced the amount of b| (j© anc * detracted 
from the overall effect Busselle was after. He also felt that the 

man's sNghtiyapprehensive expression wouid 

be less disconcerting ¡f he shot the plcture as a horizontal, 
allowing the man's face to feature less prominently in the image. 


Acting 

He composed the shot to ¡nclllde 0 11 of the 
screen and both of the adjacent Windows, a view 
which filled the frame quite nicely and also placed hlm 

¡ustoff centre. 



^Technlcal Detalls 

35mm SLR Camera with a 
75-150mm zoom lens 
and Fuji Velvia. 












Busselle osked this young 
Buddhist monk ¡f he would 
stand ¡n front of the beautiful 
blue door of this Sri Lankan 
monastery so thot the colour 
contras) between this and the 
soffron of his robe would be 
quite slortling. The picture was 
composed so thot the door 
olmost filled the viewfinder, 
octing os a frome within o 
frome, ond he osked the monk 
if he would stand slightly to 
one side of the centre of the 
image to give it more balance 

< Tftnhntnn.1 Dftta.llfl 

35mm SLR Camera with a 
70-1 50mm zoom lens ond 
Fuji Velvio. 
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Directing Relaxed Poses 


Hazy ofternoon sunlight from one side had created a pleasing degree of 
modelling on this French farmer's face, and Michael Busselle framed the 
shot to inelude most of the nice oíd wicker basket the man wa$ holding 
and some of the oak barréis on his cari. 


Tedmlcal Detalla_ 

y 35mm Médium Format Camera with a 
105-21 Omm zoom lens and Fuji Velvia. 



Seeing 

Michael Busselle had stumbled across this oíd village in GalíCÍS' 
Spain, near the Portuguese border, and had spent some time 
shooting the oíd houses and almost rTtediaeVal farm carTS 
and implements which were scattered around. These two farmers 
were watching him with amusement, and Busselle thought they 
would make great subjeets for a dOLlble pOTtF0Ít' n a 
setting which was almost too good to miss. 

Thinking 

He wanted to find a baCkgfOU lid which was not too 
ObtrUSÍVe bu* which, at the same time, conveyed 
something of the remarkable oíd village's character and 

atmosphere. 


This was a very impromptu picture of a family harvesting their grapes, 
and Busselle had little opportunity to arrange things carefully. The soft 
evening sunlight wasn't loo horsh, however, and since its direction was 
¡ust to one side of the camera, it created only small facial shadows. To 
get the photograph he wanted, he needed only to quickly position them 
so that each face could be clearly seen against the blue sky. 



Technloal Detalla_ 

y35mm Camera with a 35-70mm zoom lens and Fuji Velvia. 










Acting 

lt was a bright 

sunny da v and 

Busselle wanted to 
find a shaded area 
to create a 

softer light 

for his subjects. 
This spot seemed 
ideal and he asked 
them to move 
there, and once 
in position they 
adopted 

¡mmediately this 

nice, relaxed 

pOSe without 
Busselle's 
involvement. He 
framed the shot to 
inelude part of the 
ancient wooden 
wheel. 


Technlcal 


Details 

35mm SLR (amera 
with a 28-70mm 
zoom lens and Fup 
Velvia. 
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Directing Relaxed Poses 



Wolfram Eder set up his camera and tripod in this couple's own living 
room, where they felt very much at ease. He gol them talking obout their 
younger days and the happy memories ¡nvoked a tender and ¡ntimate 
mood. Illumination was by available window light. 

ATechnical Details_ 

Médium formal camera with an 80mm lens and Kodak Tri-X b&w film. 


Seeing 

Ronnie Bennett took this StUCÜO 
pOrtraít immediately after an outdoors 
photo session. The two boys were cousins, 
and earlier on had been charging around 
outdoors. When the photographer brought 
them inside and sat them down on the bench, 
they adopted this affectionate pose without 
any prompting. 

Thinking 

Bennett saw that the positions the boys had 
taken up made a perfect COITipOSÍt¡On. 
with their relaxed arms and legs forming 
vertical lines which flcrwed from top to bottom 
of the trame. Only minor adjustments were 
necessary to tidy up the pose. To keep the feel 
of the picture ¡ n t ¡ PPI31©- s ^ e cropped in 
tightly on the pair, using a 150mm 
lenS on her médium format camera 

Acting 

To light the picture. the photographer used a 

single siria II flash headwitha 

SOftbOX ar| d positioned it off to the left of 
the camera, so that the light was thrown 
obliquely across the two boys. TWO 

white reflectors. p |acedtother¡ 9ht 

and angled together to form a V-shape, threw 
light back from that side of the trame. 





Technical Details_ 

Y Médium formot camera with a 150mm lens and Fuji Neopan 400 b&w film. 



The flowing lines formed by the 
arms and legs of the boys created a 
tight composition in Ronnie 
Bennett's intimóte portrail. Many 
subjects, especially children, are less 
comfortable in front of the camera 
and adopt stiff, awkward poses, like 
those in the illustration. 
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Directing Relaxed Poses 


Technical Details_ 

V 5x4in large formal camera wilh a 135mm leas and Kodak Tmax 
b&w 400 film. 



Seeing 

Ton Hendriks wanted to portray the plight of ¡Ilegal refugees in 
Holland, and vislted a camp where refugees were living in 
tents. He asked this man. who carne from Malí, ¡f he would 
demónstrate his spartan living conditions. It was one of a 

series of portraits hetooko,d¡f,erent P eo p |eon 

the same day. 

Thinking 

Hendriks used a moderately VV¡de d figle leflS He 

positioned the chair in the left foreground, but framed so that a 
large part of the baCkgrOUnd' ¡ncluding the roof of the 
tent and the camp beds, was also visible. As it was a 

documentary-style portraít he wanted the 

subject to tell his own story. The way the man sal and the way 
he looked at the camera were largely natural. 

Acting 

It was very dark in the tent so Hendriks lit the shot with a 

portable flash unit on a tripod placed to 

the right of the camera and fired into a white umbrella so that 
the light was bounced back on to the subject's face. It also 
provided just enough illumination to light the background. When 
he developed the film, the negative turned out unevenly, with 
the edges of the frame badly UnderdeVelOped To 
compénsate, he dodged in ihose sections heavily at the 
printing stage. 







Main París photographed 
this mother and chíld ¡n a 
village ¡n Senegal, a 
country he has vísíled many 
times. He always makes a 
point of buiiding up a 
rapport with hís models, 
many of whom he has 
photographed over a period 
of years. This means they 
are at ease with the camera 
and more likely to adopt 
poses that are reloxed and 
spontaneous. Far this shot 
París used a moderóte 
wide angle lens, with 
illumination provided by 
natural outdoors daylight. 


< Technical 

Details 

35mm SLR camera 
with a 35mm lens 
and Kodak Tmax 400 
b&w film. 
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Directing Relaxed Poses 



A Technical Details _ 

Médium formal camero with an 80mm lens and Kodak Tri-X b&w film. 


Seeing 

This portrait was part of a project Wolfram Eder undertook to 
photograph the inhabitants of a small Germán town. In each 
case he looked for a córner of the person's home or 
workplace that 6p¡t0mÍSed the wa y they lived their 
lives and said something about their cha fSCter 
Hanging on a wall in the oíd lady's house was a portrait of 
herself as a young woman, and he felt this would make the 
perfect background. _ 

Thinking 

She was a vivacious lady who still dressed flamboyantly, and 
so was happy to pose for the camera. The photographer 
wanted to contrast the idea of paSt 3lld preSeflt 
but he also wanted to stress the COfltin Ulty °f the °W 
lady's life. So he asked her to wear a hat similar to the one 
she had wom for the portrait marry years before, and sat her 

directly in front of the painting. To create the fight 

mOOd. he asked her to tell him about her younger days. 

Acting 

The lighting was natUfal dSyl¡ght- falüng on to the 
subject from a window just out of shot. With the camera 
firmly flxed on a tripod, Eder framed the ¡mage tightly to cut 
out extraneous detail. He used an 80miTI |enS- which 
with a 6x6cm médium format camera is a 'standard' lens. 

He composed so that the subject's arm formed a natural 
frame to the bottom right-hand córner of the image. 




Technical Details _ 

Y Médium forma) camera with an 80mm lens and Kodak Tri-X b&w film. 



To portray the head 
of a medical dinic, 
Wolfram Eder chose 
the doctor's office as 
the locotion for the 
picture. The subject 
felt comfortable 
behind his own desk, 
where he was used to 
making decisions and 
dispensing advice. 
People having their 
picture taken often 
don't know what to 
do with their hands, 
so the photographer 
made sure that the 
doctor hod his hands 
occupied, with a 
small cigar held in 
the left and a pen in 
the right. The resull 
suggests a busy 
individual caught at 
a relaxed moment. 
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The Candiel Camera 

Once people see you with a camera, you run the risk of 
them becoming stilled and self-conscious, bul you can 

avoid this problem, ond produce pictures ihal are complelely spontaneous, by laking pictures of people when 
they are unaware of you. You do need lo lake some core, however, since such pictures can easily become 
muddled and confusing if you do not give enough thought lo the composilion of the 
imoge and the choice of viewpoint and background. 


Seeing 

Michael Busselle was wandering around the weekly 
market in CoIlTISI. F ran ce, when he saw this 
farmer waiting in his car at the edge of the square. The 

incongruous juxtapostion of the eggs on the 
car roof with his head below, framed by the 


Acting 

He framed the shot so that the eggs were almost at 

thetop of the trame. while just enough 

of the car door was included to complete the frame 
effect. while excluding some 

diStraCting background details behind the 
car’s windscreen. 

Rule of Thumta 

j In situations like these, when you want people 
to líe to be unaware that they are being 
photographed, it’s best to keep a low profile as 
far as equipment is concemed. Don’t carry a 
larga and ostentatious camera bag or have 
your camera boldly displayed around your 
neck. Carry your camera partly hidden and 
have a spare lens or two and some extra film 
in your pockets. 

This was one of those fleeting 
opportunities, at a village festival 
in the Loire, when Michael 
Busselle found himself with very 
little time to change lenses or 
make decisions. His camera was 
fitted with a standard lens at the 
time so, when the man bent over 
to crank his car, he simply moved 
very quickly into o position where 
he and his vehide filled the frame 
and shot almost immediately. 


WindOW. appealed to hlm enormously. 


Technicftl Details_ 

y 35mm Rangefinder Camera with a 45mm lens, an 81B 
warm up filter and Kodak Ektachrome SW. 


Thinking 

He felt the greatest ¡mp3Ct would be created by 
framing the image quite tightly and. as the man 
looked fairly settled, Busselle had time to change to a 

long-focus lens and choose a 

Viewpoint which showed his profile and 
placed the car in front of an unobtrusive area of 
background. 






This diogrom shows how the ¡mpact of 
thisshot would hove been lessened ¡f the 
¡mage had been less tightly framed. 


Technical Detalls_ 

y 35mm SLR Comerá with a 70-210mm zoom lens, 
an 8IA wormup filter ond Kodak Ektachrome 64. 
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The Candiel Camera 


Seeing 

Michael Busselle spotted this man ¡n a Street market ¡n Bali, and 

was attracted by his StanCe and by the |¡mited 
colour rangeíeatured inthe scene. 

Thinking 

He wanted to shoot the man while he was Un3W3re tbe 
camera but he had been watching Busselle approach. 
Without looking too much ¡n the man's directlon, he moved to a 
good yiewpOÍnt i ust ' n fr° nt blm and tben began 

aiming his camera atsomeoneontheotherside 

of the Street. 


Acting 

The man soon lost ¡nterest in Busselle and began a 
COnverSatÍOn w ¡tb bis neighbour. At this 
moment Busselle quickly SWLing the 
camera around, f faiTling tbe image so that the 
man was more or less in the centre where he was 
framed by the blue-green door and barrel. 




Rule of Thumb 


When you are shooting pictures in an alien 
environment you are bound to be the focus of 
attention for a while. It’s best to spend some 
time just wandering around, not taking 
photographs and keeping your camera out of 
sight, until people become used to your 

Michael Busselle spolled this shopkeeper, framed ¡n his doorway ¡n the presence and lose interest in you. 

souk of Morrakech, ond wos attracted by the brightly coloured pile of 

oranges beside him and the way the shaft of sunlight ¡lluminoted his 

profile, creating a strong diagonal line. He framed the shot quite tightly 

so that these elements were accentuated, and at the same time he was 

able to exelude some distracting details on the left of the scene. 


Teohnicai Detalla_ 

y35mm SLR Camera with a 80-200mm zoom lens, an 81A warm-up 
filter and Kodak Ektachrome 100 SW. 


Busselle was interested in the way this young lady, seen in 
a Street market in Bali, was preparing the food wrapped in 
palm leaves. Although she was aware of his presence, she 
was too engrossed in her work to take too much notice, and 
this allowed him to shoot a few frames without attracting 
her attention. 

Technlcftl Details_ 

f 35mm SLR Camera with a 35-70mm zoom lens, an 81A 
warm-up filter and Fuji Provia. 
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The Candiel Camera 



Terry Way used a long telephoto lens lo frame ibis picture of his young son peeking 
through the window of a home-mode playhouse. The window provided a neat frame 
wilhin the frame, and the photogropher waited patiently until the youngster positioned 
himself off centre. He fired the shutter ot exactly the right moment to capture the 
boy's cheeky grin. 

iTechnical Details_ 

35mm SLR camera with a 200mm lens and Kodak TCN 400 chromogenic film. 


Seeing 

Philip Sprague was walking round an 

outdoor market when he came 

across this little girl accompanied by her 
mother and older brother. He ¡mmediately 
saw the potentíal °L her ' ar 9 e eyes 
and asked her mother for permission to 
take a couple of shots. The little girl was 
quite nervous because of all the people. as 
well as the camera, and clung to her 
brother's hand for reassurance. 

Thinking 

There were market stalls all around, 
providing colour as well as a lot of clutter, 
but Sprague wanted to keep the Image 
Simple- He real ¡sed the boy's dark 
clothing would make a good, plain 
background and that a tight composltion 
would emphasise the l¡ttle girl's 
eyes. He also reallsed he would have to 
work quickly orthe moment would be lost. 

Acting 

He cropped ¡n tightly with a 28-85mm zoom 
lens to ¡solate the girl's face from the 

distracting background 

Throughout the very brief session he kept 
talking to her to get her used to the ¡dea of 
having her photograph taken. The lighting 

was overcast afternoon 

daylight, which helped SOÍten the 
tOneS anc ¡ prevented any harsh 
shadows. 







Techni ca l D etalla 
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The Candiel Camera 



Ruñe Andersson wos commissioned to follow the election campaign of a well known 
Swedish politician. He caught the man in an unguarded moment as he and his 
supporters were setting up their stall at a new campaign venue. The photographer 
shot (rom o low viewpoint with a wide angle lens, and tilted the camera at a slight 
angle to create a dynamic compositian with strong diagonal lines. 

Alechnical Details_ 

Médium formal camero with a 50mm lens and Kodak Tmax 100 b&w film. 


Seeing 

Terry Way was shooting a wedding when 
these two characters got up to play at the 
reception. It was a family tradition - 
they'd been playing at family weddings 
for decades and obviously loVed 

performing Hewamedto 

capture the exuberance and spontaneity 
of their music making. 

Thinking 

To create something a little different from 
the standard wedding snap, Way fitted a 

17mm wide angle lens 

on his SLR camera. The lens gave a very 
wide field of view, producing a feeling of 
immediacy when used up cióse to the 
subject, as if the viewer was in the thick 
of the action. It also offered extensive 

depth of field. meanin 9 that 

much of the subject was sharp. 

Acting 

Although the photographer was up cióse to 
the musicians they weren't bothered by 
his presence - they were too engrossed 
in their own performance and the general 

party atmosphere Thisieft 

him free to snap away, capturing the 
actions of the two men and the changing 
expressions on their faces. This image 
caught the ¡ntefaCtiOn between 
the two perfectly. capturing a moment 
when they appeared to be sharing a joke. 




ATechnical Detaila_ 

35mm SLR camera with a 17mm lens and Kodak ÍCN 400 chromogenic film. 


bold candlds taken at cióse 
the photographer to stay 
discreetly at a distance. However, the candid photographer wants 
to be as unobtmsive as possible so a zoom, which can be quite 
small and still cover plenty of options, is a f£>od general-purpose 
choioe. A compact camera is another useful tool. You can’t 
always carry your full camera kit a round with you, but you can 
easily slip a small compact into a bag or a pocket. 


Rule of Thumb 


Wide angle lenses are useful for 
quarters, while telephotos allow 
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People at Work & Play 

Toking photographs of people when they are occupied ¡n some 
way has a number of odvantages. Perhaps mosl ¡mportantly, it 
helps your subject to overeóme the inhibited and self-conscious attitude which con often be odopled 
when a camera appears. Anolher mojor plus poinl lo be gained from your subject actually doing 
something ¡s that ¡t will ¡nvoriobly odd enormously to the ¡nterest and composltion of an image, as 
well as help to reveal more about the person's charoder and ¡nterests. 


Seeing 

Michael Busselle saw this man tending his garden as he 
drove through a country lañe near Ancenis ¡n the Loire 
Valley, France. He was struck by the pleasing COlOUT 
quality createcl by his blue work dothes and the 
TIC h gr©6D bis vegetable patch. 


Thinking 

He was working ¡n a partially-shaded area 

and Busselle notíced that this created both a 
pleasing light on the man's face and also 
made his blue overalls stand out QU¡te boldly 
from the more brightly lit background. 



Michael Susselle saw this lady making hay 
as he drove along a country lañe near 
Santillana de Mar in Cantabria, and he liked 
the bold shapes the scene created. It was an 
overcost doy and the lighting was soft, bul 
the image has enough contras! because the 
darker Iones of the lady and her mulé and 
cari stand out against the light Iones of 
the meadow. 


^Tenhntnfl.1 Detalla 
35mm Camera with a 75-300mm zoom lens, 


Rule of Thumb 

When any degree of subject movement is 
involved, it is necessary to use a shutter 
speed which is fast enough to freeze it. 
Even just normal hand movements can 
create a distuibing degree of blur if a 
slower shutter speed is used, and this will 
be accentuated when subjeets are cióse to 
the camera. As a general rule, you should 
try to shoot at speeds of 1/125 sec or 
faster when photographing people. 


Busselle used a long- 
focus lens to obtain a 
good-sized image of 
this rodeo rider in 
California from a 
viewpoint some distance 
away, and used the 
fastest practicol shutter 
speed to freeze the 
movement. 

^Technlcal Details_ 

35mm SLR Camera with a 300mm lens, an 81A 
warmup filter and Kodak High Speed Ektachrome. 

















Acting 

He was already standing in 
this position when Busselle 
interrupted him and he 
thought ¡t made a 

interesting 

shape Busselle chose 
a vlewpolnt which enabled 
him to shoot along the row 
of vegetables to make the 
most of hls pose. Looking 
from hls position, the man’s 
head was set partly agalnst 
the llght tone of the dlstant 
meadow which has helped 
to give ¡t more 

prominence 


Technlcal Detalla_ 

35mm SLR (amera with a 
35-70mm zoom lens, an 81A 
warm-up (ilter and Fuji Velvia. 
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People at Work & Play 


Seeing 

Michael Busselle saw this man setting up his easel in the 
very 6arly morning while he was shooting 
pictures ¡n Brussel’s Grand Place, a location he knew 

would, WÍthin a few hours. teeming 

with tourists. 

Thinking 

Busselle felt that he would not only make a very 

interesting subject fora p¡cture. but would 
also add a very useful element OÍ SCaleand 

composltion to the pictures of the square. 


Acting 

He chose this VÍGWpOÍ flt as ' although ¡t was a back 
view of the man, ¡t showed clearly what he was doing 
and conveyed somethlng of his chafaCt©! aswe N 
as allowlng Busselle to use one of the square's medieval 
buildings as a background. He framed the shot ¡n a way 
which placed his painting at the ¡ntSrS6CtÍ0n 
of thirds and this allowed him to inelude most of 
the building as well as his dog, which Busselle thought 
added a nice touch. 

Technique 

When photographing people in aCtlOn there are 
usually periods where their movements are 

slowed momentarilyand. b ychoosing 

these times to make your exposures, you can usually 
obtain a shaip Ímag6 even wh sn using slower 
shutter speeds. 


Technloal Detalla _ 

j35mm SLR Camera with a 75-300mm zoom leas, an 81B warm-up fliter and Fuji Provia. 



Michael Busselle found this man 
harvesting salt near Guerande in 
the Western Loire, and looked for 
a viewpoint which would enable 
him to place an orea of golden 
reeds behind him to creóte an 
effective background. Busselle 
used a long focus lens to frame 
the image so that the main focus 
of Ínteres! became the man with 
his pile of salt. 







Teohnical Datalls_ 

f35mm SLR Camera with a 35-70mm zoom lens, 
an 81A warm-up filter and Fuji Provio. 




For Busselle, the appeal of this shot, taken at a goose form 
in Gascony, depends upon the overall colour quality created 
by the almos! purple shade of blue to be found in the 
woman’s dress and apron, the soft light and the grey, 
shadowed background of the geese and their pen. For this 
reason, he decided to frame the image quite tightly to 
emphasise (hese qualities and placed the brightest part of the 
image, her straw hot, almost on the intersection of thirds. 

Technlcal Detalla_ 

f35mm SLR tornero with o 35-70mm zoom lens, 

an 81A warm-up filter and Fuji Pravia. 
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Shooting a Picture Story 

Most photographs are taken as individual images, intended to stand 
alone and make a single stotement. Bul ¡t can be very satisfying to 
set out to lake a series of photographs of a particular sub¡ecl, or on a specific theme, in which each 
individual image is parí of an overall story almos! like the tiles in a mosoic. In this way it is possi ble to 
adopl a more abstrae! approoch and to focus on small details which, on their own perhaps, would not be 
very informative. 



These pictures were taken in Pauillac in the Medoc, 
during the harvest in what is one of the world's most 
prestigious vineyards. Midiael Busselle wanted to try to 
capture the mood of the occosion and the feeling of 
camaraderie which exists among the pickers, together 
with the sense of purpose which dominóles the process. 




Technlcal Detalla_^ 

35mm SLR Camera with lenses 
ranging from 17mm to 200mm 
and Kodak Ektachrome 100 SW. 





Rule of Thumb 


When planning such a project, it helps to think in 
terms of a magazine feature, visualising how your 
images would work together on a spread and trying to 
ensure thab each picture complemente or enhanees 
those alongside. Try to vary the colour quaüty of the 
individual pictures and use cióse ups, long shots, 
telephoto and wide-angle images to crea te a sense of 
pace and momentum in your narrative. 
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Holiday Photographs 


More pictures tend to be taken when families are on holiday than on any other 
occasion. Bul these are often extreme ly disappointing and uninteresling, of 
passing Ínteres! only lo those who were tbere, and often very boring to those who weren'l. The reason is simple. For most 
people holidays mean rest and relaxation, bul if you want to take a good set of pictures it does require a little effort. It's 
time well spent, however, if at the end of the day you produce a set of pictures which provide a lasling 
and genuinely ¡nteresting record of a happy occasion. 


Seeing 

Michael Busselle saw this opportunity while 
shooting pictures on a cruise ship in the 
Caribbean. They were strangers, but even if 
they'd been his own family, it's the type of 
shot which he would always find more 
¡nteresting and atmospherlc than a 
picture of them SÍttinQ Up anc ^ 
grinning at the camera. 


Thinking 

Busselle liked the shapeS and patterns created by the prone 
bodles which seemed lo capture the mood of sunbathlng and 
relaxation- He also liked the single Splash OÍ 

magenta which created a boid point of interest 

in the otherwise bluish scene. 

Acting 

He took up a VÍeWpOI nt some dlstance away and shot with a 
longer lens to compress the p©fSpeCt¡Ve Byframing 
tightly to make the picture very compact, he was able to 
emphasise ,he colou rs of the tanned bodies and the 
swimming costumes. 


Technical Detalla _ 

y 35mm SLR Camero with a 75-300mm zoom lens, on 81A worm up filter and Fuji Velvia. 
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Busselle had to reoct 
quickly to capture 
this picture of his 
young son, Julien, 
striding olong a 
beach ¡n the Algarve 
wearing his little 
white sunhat. 

He used a wideangle 
lens to inelude the 
distan) sea, and he 
shot looking down 
from eye level to 
emphosise the 
smallness of the child 
ond the vostness of 
the beach. 
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Holiday Photographs 


Seeing 

The River Gambia was the setting for this shot, and 
Michael Busselle wanted to take a portX3Ít °t the 
skipper of the small yacht he was travelling on. The 
calm, still water made a good setting and 

^late afternoon sunlight hadavery 

pleasing quality. 

Thinking 

He wanted the background to be as y nd Uttered 
as possible, so he asked the skipper to S ¡t ¡n 
the prow °T the boat so that he could make the 
most of the river bank, the water and the sky. 


Acting 

Busselle used a W¡de~8ngle ' ens s ¡ nce his 
choice of viewpoint was quite reStHCted anc * he 
did not want his subject to appear too large in the 
frame. He also wanted to inelude as much of the 
setting as he could. 

Technique 

Many hOÜdSy photographs are disappointing 
because there is often an attempt to COmbine 
recognisable portraits of people with pictures of a 
scene, the elassie snap of someone standing 
awkwardly in front of a famous landmark. These are 
usually neither fish ñor fowl, and it's generally far 
better to concéntrate on One element or the 
other. 



This picture was taken at a farmhouse 
in the Loire, and was an attempt to 
capture the atmosphere of a very 
relaxed alfresco lunch in the shade 
of a nice oíd tree on a beautiful hot, 
sunny day. Michael Busselle took a 
reading from the lighter Iones of 
the background, then one from the 
shaded figures, and set his exposure 
between them. 

^Technlcal Detalla 

Médium Formal SLR Camera with a 
55-1 lOmm zoom leas with an 81B 
warm-up filter and Fup Provia. 

Technloal Detalla > 

35mm SLR Camero with a 20-35mm 
zoom lens with 81B warm-up and 
polarising filters and Fuji Velvia 





This shot wos token during a safari holiday ¡n the 
Masai Mora, Kenya, and Busselle wanted to try and 
capture the atmosphere and experience of staying in 
this camp underthese mognificent Acacia trees. For 
this reason he used a wide-angle lens and took up a 
viewpoint some distance awoy in order to moke the 
setting the dominan) element, with his companions 
there mainly to provide a sense of scale. 

_Technlcal Detalla»» 

35mm SLR Camera with a 20-35mm zoom lens with 
81C warmup and polarising filters and Fuji Velvia. 
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Photographing Children 

There's an oíd saying among octors, whith maintains you should never work wilh children or animáis. This 
is simply becouse they con so easily steal the scene. Children especially moke wonderful subjects (or the 
comerá, and the very young invariably have the same sort of heart-melting oppeal yoo generally associate wilh kittens and puppies. Unlike most 
adults, there's the bonus that children are still likely to be aninhibited and spontoneous, bul photographing them does require time and patience. 


Seeing 

Michael Busselle saw this young boy playing with his 
pet duckling in the doorway of his home as he drove 

throughasmall village ¡n Andalucía, and 

felt that he had to see if he could photograph him. 

Thinking 

He thought that his best approach was to ask his 
mother if he could take g pOCtíait °f fine boy, 
rather than attempt a more C3SUal and 
spontaneous picture. 

Acting 

Once he had the go-ahead he asked the boy to move 
¡nto the shade.andhe positioned him so 
there was an area of p|a¡n Wall behindto 

provide an uncluttered backg COU fld As f 
boy held the duckling out in front of him, Busselle 
was able to take a tightly-f faiTied shot 


Rule of Thumb 

When photographing children 
it’s generally best to keep the 
image quite simple. Use soft 
lighting, plain uncluttered 
backgrounds and tightly-framed 
images to emphasise the ir 
expressions. 

ATeohnlcal Detalla_ 

35mm SLR Camera with a 35-70mm zoom lens 
with an 81A warm-up filter and Fuji Provia. 





Michoel Busselle photographed this little Moroccan girl ¡n the shade of a wall which 
also provided a good background. She was very shy bul be managed lo take a few 
pitlures while she was distracled by one of Busselle's companions. 


Teohnical Detalla_ 

Y35mm SLR Camera with a 80-200mm zoom lens with Kodak Ektachrome 100 SW. 



This little baby, seen ¡n a village in the Gambia, was 
irresistible, sitting on her mother's lap in the shade of a 
small, mud walled house. The soft lighting was ideal, and 
Busselle framed the image tightly to emphasise her 
expression and to extlude distrarting details around her. 
He set his exposure at one stop less than the reading to 
compénsate for her dark skin. 


Technical Details_ 

Y 35mm SLR Camera with a 75-300mm zoom lens and on 
81A warm-up with Fuji Velvia. 
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Photographing Children 


Rule of Thumb 

When photographing small children it's 
often best to come down to their level. 
The normal eye-level viewpoint of an 
adult often creates an unattractive 
perspective, while it’s also more difficult 
to show children’s faces and expressions 
from a high viewpoint. 


This spontaneous shot was taken during playtime at a primory school. Michael Busselle used a long-focus lens 
to enable him to ¡solate one or two children from the crowd without him boving to approach too dosely to 
them, and then he set a fost shutter speed to ensure that all their movement was frozen. 



Technlca.1 Detall 

Y 35mm SLR Camero with a 75-150mm zoom lens and Kodak High Speed Ektachrome. 







Seeing 

Busselle took this portrait ¡n his garden on a SUnfiy 
day. The light was quite hg fSh ar| d , ^ le 
background of sunlit foliage was very 

distracting 

Thinking 

He thought that his best approach would be to shoot 
¡nto the light and to use a reflector and an 
artificial background in order to create a more 

pleasing quality 

Acting 

He asked his young model to sit with her back to the 
light and then draped a piece of C U Tt3 i 11 
fabflC some distance behind her. Busselle then 

placed a large piece of whíte pOlyStyrene 
as cióse as possi ble to her to bornee light back into 

theshadows. 


This diogram shows the lighting set up for this shot. 



[TechPlcal Detall 

35mm SLR Gomero, 75-300mm zoom lens and Fuji Provio. 
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Photographing children 



The boxing gloves come from a flea market - Terry Woy 
bought them with ihe ¡dea of using them as a prop ¡n a 
phatograph. His young son Colton liked wearing them and so 
he had plenty of opportunity to play around with the ¡dea. 
This shot was taken towards the end of a sunny day, in o 
back-room studio in the fomily house. The late afternoon 
sunlight reflecting off the walls created quite a high degree of 
contras), and Way framed the imoge tightly with an 85mm 
lens. The bright red gloves contrasted well with the boy's blue 
shorts, but his laconic expression really made the picture. 

_Technical PetailsA 

35mm SLR camera with an 85mm lens and Fujichrome 
Velvia transporency film. 


Seeing 

Ronnie Bennett loved the way the little boy was dressed. in denim and 
dungarees. The clothes were neUtfSl ' n tone anc * so didn't distrae! 
attention trom his face and their t6XtU T6S provided a nice contrast 
with the wicker chair she kept in her studio. Bennett photographs a lot of 
children and finds that fggf are particularly expressive, so she asked 
this youngster to take off his shoes and socks to have his picture taken. 

Thinking 

Photographer and subject had already had a boisterous outdoor session 
together and built up a fair degree of empathy. Now the photographer 
wanted to capture him at a quÍGtGf mOITIGnt She sat him 
down on the chair and demonstrated the pose she wanted him to adopt. 
He was fascinated by the studio, and this SOlGITI fl 
GXprGSSÍOn was the response. 

Acting 

Bennett framed the image tightly with a 150mm tGlGphoto 
iGnS She Iit the boy with a flgshQlin anc ¡ softbox placed to the 
left of the camera and two white reflectors arranged in a V-shape to the 
right. The flash created CcltChÜghtS ' n the hoy's eyes while the 
reflectors filled in the shadow areas on his left-hand side to give a soft and 
even overall effect. 


Rule of Thumb 

When photographing people, pay cióse attention to the 
clothes they are wearing. If you’re using black-and-white 
film, neutral, mid-tone clothes are the best choice. They are 
less likely to distract attention from the subject’s fea tu res 
than outfits in which there are bold patterns or strongly 
oontrasting tones. When you’re shooting in oolour, you can 
be more adventurous, using oolours that complement or 
contrast with one another. 




Technical Petails 
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Family Portraits 

The family ¡s an ideal subject for portrailure. Family portraits ore treasured 
by relatives and passed on down the generations. As subjects, family members 
are usually happy to co-operote in having their pieture taken and offer the added benefit of always 
being oround. Everyone photographs their children, but there's no need to neglect the rest of the family. 
Grandparents, for instance, can make equally interesting subjects. 


_Technical Details 

Médium format camera with a 150mm lens and Kodak y 
Tmax b&w film rated ot ISO 320. 



Paul Sonders caught happy spontaneous expressions on the 
faces of both mother and daughter in this intimóte family 
portrait. It was taken in the family home with available 
window light, which gave sofl, even illumination, free of harsh 
shadows. The photographer included the window and the 
pieture on the back wall to give background Ínteres!, but used 
a médium telephoto lens and a large aperture to throw them 

out of focus. 


Rule of Thuirib 

With children, it’s a good idea to prepare as 
much as you can beforehand. Set up ycnir props 
and lighting the way you want them, and 
visualise how you want to frame the pieture. 
That way, when your young subject is actually 
in place you’ll spend less time setting up the 
image, which means less time for them to get 
bored or distracted. 


Seeing 

Betore they carne into the studio, Ronnie Bennett had 
already shot several rolls of film of this pair and their 
older brother outdoors. Both brother and sister liked 
dancing, and they had brought along their ballet 
clothes to change into for the StUCÜO 
session The photographer wanted a ’quiet' 
pieture of the pair together, which reflected their 
interest in dance. 

Thinking 

The outdoors pieture session had relaxed the two 
children, and they were perfectly at ease in the 
studio. Bennett wanted a clOSe~lip pieture. She 
posed the two children on a chair, with the girl sitting 
on her brother's lap, and asked them to look 
a way fr° m the camera. They adopted the serious 
expressions natural ly - the girl alert, the boy more 
dreamy and thoughtful. 

Acting 

Bennett framed tightly with a 150mm lens. 
which in médium format is a modérate telephoto. 
She used her standard studio lighting set-up, of a 
SOftbOX on one s ¡de °T the subjects and a 
reflector on the other to fill in the shadows. together 
with a plain grey studio background. When printing 
the image, she bumed ¡n the area on the left 
to create more contrast. 








Technical Details 
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Family Portraits 


Seeing 

Ton Hendriks approached this portrait of his 80-year- 
old father with psychological ¡ntent. His idea was to 
get under the skin of an older person in order to 
suggest what they might be thinking. To do this he 

deddedonan extreme ClOSe-UP' wí1h a 

tight crop and the finest rendering of his father’s skin 
he could achieve, focusing Bttefltion on evsry 

tiny detail °f his face. 

Thinking 

His parents’ living room served as the location. 
Hendriks sat his father on a chair at the dining table, 
which gave him a surface to rest his arm on. To 

créate a simple background thai wouid 

not distract attention from the subject. he hung a 
plain black cloth on the wall behind him. 

Acting 

To light the subject, the photographer placed a single 
SOftbOX ,0 left the camera, which 
illuminated one side of his father’s face in fine detail 
but left the other partly j D ShadOW He 
framed tightly, using a telephoto lens. His 5x4in 
camera was fitted with bellows, which he extended 
to their máximum setting. This magnified the image 
and enabled him to focus closely. 


ATechnical Details_ 

5x4in large format camera with a 210mm lens and Fujicolor NPS160 colour negative 
film 









ATechnical Details_ 

35mm SLR camera with a 1 OOmm leas and Kodak Tri-X b&w film. 


Rule of Thumb 

Slow films, in both black and white 
and oolour, give finer detail than fast 
füms. The lower the film's ISO rating, 
the slower it is - a film with a rating 
of ISO SO, for example, is three stops 
slower than one rated at ISO 400. 

Slow films need plenty of light for 
oorreot exposure, but fast films can be 
used in lower lighting oonditions. The 
faster the film, the more apparent its 
grain structure- This is a 
charaoteristic that can be exploited in 
low light oonditions to give the image 
a grainy, softrfocus feel. 


This little girl was quite a sensitive soul 
and Janna Dekker wanted to bring out 
her serious expression. She posed her 
against a plain background and cropped 
in dosely with a lOOmm lens fitted to 
her 35mm SLR camera. She used a 
relatively fast black-and-white film which 
showed a certain omount of grain, and 
developed both film and print herself so 
she could control the result. IIIumination 
was provided by natural daylight falling 
through a window to the little girl's right, 
with a reflector placed on the other siae 
to fill in detail on the left-hand side of 
her face. This avoided harsh shadows and 
softened the overall feel of the imoge. 
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Family Portraits 


TechnicaLfletails_ 

f Médium formal tornera with an 80mm lens ond Kodak Tri-X b&w film. 



Ibis family owned and ran a hotel and Wolfram Eder wanted lo show them 
in the context of the family business. He used one of (he hotel bedrooms 
as the location, shooting with available light coming through a large 
window. He posed the trio as a tightly knit group, with the angles of their 
legs and bodies forming a geometric, triangular shape. 


Seeing 

In photographing this family group, Wolfram Eder wanted to 
convey the idea of the family as a living, growing organism. He 
chose a leafy and luxuriant fiatUral SSÍtiflQ' posing his 
subjects on a small wooden jetty surrounded by foliage on the 
edge of a small pond. 

Thinking 

As well as showing the family as a unit, he wanted to convey the 
idea that its members were distinct individuáis, with unique 
relationships one to the other. So he arranged the group with 
the parents in the centre of the trame and their grown-up 
children f0["|f~l6d OUt ar ° u nd them. With this arrangement, 
the group as a whole forms a neat shape but the eye also 
involuntarily flicks around within it, from face to face. 

Acting 

With his camera firmly set up on a tripod on a P iece of dry 
land on the edge of the pond. Eder shot the group with a 
standard 80mm lens on his médium format camera. 
Lighting was available daylight, which was relatively bHCjht 
but ove re a St anc ^ provided even illumination without arry 
strong highlights or harsh shadows. 


Rule of Thumb 

If you’ve been asked to take group shots at 
weddlngs or other family events, soout out the 
location befarehand and look for corners of the 
venue such as steps or staircases where you 
can pose your subjects. At weddings, it helps 
enormously if you know beforehand who is to 
be in each group. EnÜst the help of s orne one in 
the know, such as the best man or the bride's 
father. If they can get all the neoessary people 
together and help choreograph them into so me 
sort of order, the photographer’s job is made 
that much easier. 
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Events & Occasions 


Some of the most enjoyable situations lo photograph 
people in ore events such as fairs, festivals and 
famlly occasions such as partles and weddings. Pictures laken in (bese circumstances 
invarlably have a sense of fun and good humour, and ¡t's generally much easler lo take 
shots where your subjects are completely relaxed and the atmosphere ¡s lendlng ¡tself lo the 
laking of spontaneous and unposed photographs. 



Seeing 

Terry Way wanted lo capture the 6XCÍt©m©nt 
of this bridal couple's big day and opted for a 

documentary-style shot ° f them ieav¡ng 

for the reception. Having scouted out the location 
beforehand, he realised that the main doorway of 
the oíd cathedral would make an excellent backdrop 
for a picture. 

Thinking 

He positioned himself at the bottom of the cathedral 
steps and W0¡t6d f° r tde cou Ple to make thelr 
way out of the buildlng towards thelr waltlng 
llmouslne. It was a wet, blustery day but he made 
the most of thls by ¡ncludlng thelr umbrella as a 

prop Besidesadding visual ¡nterestto 

the picture, ¡t helped to tell the story of the day. 

Acting 

Way used a \/V¡ d© 3 ÜQ I© l ens and fmmed the 
¡mage so that the couple were prominent but also so 
that pienty of the background was visible. 

He deliberately CTOPpSd out the waiting guests 
so that attention was focused on the happy 
expresslons of the bride and groom. Once he had 
made a black-and-white print, he toned it sepia to 
give the ¡mage an 0ld~faShÍ0ned feel. 

^Technical Details 

35mm SLR camero with a 24mm lens and llford 
XP2 b&w chromogenlc film. 










Terry Way tried another offbeat approoch for this shot, taken al a friend's wedding. There was an oíd trombone hanging on the wall of the party venue, 
and he asked the graom lo try playing ¡t. The cheery gentleman ¡n the background was the groom's new father-ín-law. Using a médium formal camera 
gave him a square image, and he simply tilted the camera slightly on its side to creóte this dynamic diagonal composition. 

AlecImicalBetails_ 

Médium formal camera with a 70mm lens and llford XP2 b&w chromogenic film. 
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Events & Occasions 


, Tecímlcal Detalla_ 

f 35mm SLR Camero with a 20-35mm zoom lens and a 81A worm-up filter with Kodak High Speed Ektachrome. 



In same cases, the crowd at an event can provide a more interesting and photogenic subject than the activities 
taking place. Visiting the races ¡n Nairobi, Busselle was attracted by the wonderful mlx of faces and fashions to be 
found there, and he used a long focus lens to concéntrate on the most interesting section of the crowd. 

_Teclmlcal Detalla 

35mm SLR Comerá with o 70-21 Omm zoom lens and an 81 B warm up filter and Fuji Provio. 






Rule of Thumb 

Finding a good viewpoint ís one oí the most 
important things to concéntrate on when 
shooting at public events and, for this 
rea-son, it’s a good idea to arrive early. Tbat 
way you give yourself the opportunity to 
pick a good spot, one whích seems ilkely to 
work in terms of lighting and background, 
and whích will offer you a good view of the 
activities. 


Seeing 

This folk group was performing at a small village wine 
fair in the Dordogne, France, and Michael Busselle felt 
thatwiththe fight VÍ6WpO¡nt theywould 

makean ¡nteresting picture. 

Thinking 

Because it was a small, informal occasion 

he was able to get quite clOSe t0 them and this 
seemed to be the best way of Separating 
them from the bystanders and creating a more 
interesting COmpOSÍtÍOn. 

Acting 

He decided to use a wide-angle lens as this 
allowed him to get quite cióse to his subjects, while 
still including a reasonably large p3ft o* the 
scene around them. Busselle framed this shot so 
that the lady with the umbrella on the right and the 
blue costume wom by the figure on the far left helped 
to endose the centr 3l accordion player 




At o village festival in the Loire, Busselle was ottrocted by the 
triangular shape created by the lady in her period costume. To 
photograph her, he chose a viewpoint which placed her against 
a relatively plain orea of background, framing the imoge 
quite tightiy using a long-focus lens. 

ATechnlcal Detatls _ 

35mm Rongefinder Camera with o 90mm lens, on 81 B 
warm-up filter and Kodak Ektachrome 100 SW. 
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Events & Occasions 



This shows how a slightly differenl viewpoint would 
have lessened the emphasis on the subject's face. 


The viewpoint Michoel Busselle 
those for this shot, taken ot o 
village wedding in Sri Lanko, 
placed this lady's face ogainst the 
more distan! white drum so that 
she stood out dearly. He used a 
longfocus lens to frame the 
image quite tightly and to exelude 
distracting details oround her. 



Seeing 

The Changing of the Guard is a very popular and 
colourful event in London's Whitehall and must 

be one of the most photographed 

events in the world. 

Thinking 

Michael Busselle wanted to find a way to produce an 
image which was a |¡ttl© diffefent from 
those he had seen many times before. He walked 
around the scene looking for a V¡SWpO¡nt 
which would give him a chance to do this and found 
that this back VÍSW °f the guardsmen also 
offered him an effective background in the 
form of the distant building's facade. 

Acting 

He used a long-fOCUS lens t0 jgolate this small 
group of guardsmen and used quite a W¡d© 
aperture ,0 ensure that the distant building was 
unsharp enou 9 h to allowthe main subject to 

stand out clearly. 


35mm SLR Comero with o 75-300mm 
worm-up filter ond Fuji Provio. 


zoom lens, 


on 81B 


■VTechnical Detalla_ 

35mm SLR Comero with o 75-1 50mm zoom lens, on 81A 
worm-up filter and Kodak Ektachrome 64. 









On a big occasion such as the Pope's visit 
to Britain, the víewpoínt ¡s often the 
detisive factor ¡n deciding whether you 
get successfu! photographs. In this case, 
Busselle was lucky enough to find himself 
cióse to the parading dignitories, a 
position which allowed him to use a 
shorter focal-length lens to creóte a 
pleasing perspective. 


Technlcal Detalla_ 

y 35mm SLR Gomero with o 35-70mm zoom lens, on 
81B worm-up filter and Kodak Ektachrome 64. 
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Character Portraits 

Charocter is on elusive thing lo define, 
bul you know ¡I when you see it. Older 
people often make good subjects for character portraits - they may no longer 
possess the freshness of youth, bul their wrinkles indicóte a certain amount of 
experience and often have a beouty of their own. 



The blue man was an actor 
filming a televisión programare. 
Richard Lewisohn only had a few 
minutes to photograph him 
between takes, and so took him 
outside the studio and found a 
plain white wall to use as a 
background. The man's face was 
already painted blue for filming 
but Lewisohn scanned the image 
into a Computer and used a 
digital effects software package 
to enhonce the blue tone and 
'repair' the gaps in his moke-up. 
He also digitolly removed a 
t-shirt the actor was wearing 
and, as a final flourish, stretched 
his neck slightly. 


Technical Details_ 

Médium formal camera with an 
80mm lens and Fupcolor Superia 
100 colour negotive film. 





Seeing 

Gamini Kumara was photographing 
someone else when she noticed this oíd 
gentleman sitting alone ¡n an ©mpty 
café eating an ice-cream. She could 
tell by his whlte cañe that he was 
partially blind. She asked if he would 
mlnd hertaking his picture and he 
nodded agreement. 


Thinking 

The man was sitting with his back to a 
large window, which let in a lot of 

natural daylight This meant it 
was difficuit to balance the 

exposure so that both his face and the 
background were properly exposed. 
Clearly the man's features were the most 
important part of the picture, so the 
photographer decided lo ©XpOSe 

correctly t° r that part of the trame 

and leave the window and background 
to overexpose. 


Acting 

She took incident light readings from the 
subject and the background and set the 
exposure accordingly. She selected a 

large apertu re which aisohad 

the effect of reducing depth of field to 
concéntrate focus on the subject. At the 
printing stage she dodged the area 
of the main subject (giving it |©SS 

exposure) to retain detail, while 

burning in the background areas (giving 
them slightly more exposure). 
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Character Portraits 


Technical Details_ 

Y 8x1 Oin large formal camero with a 450mm lens and Kodak Tri-X film. Plolinum print on hand cooled paper. 



Gary Auerbach photographed 
this man, the leader of a 
Navajo drumming troupe, al 
an Indion craft fair ¡n the 
American West. He 
approached him at the end of 
the afternoon when he had 
finished drumming, and found 
him happy to co-operate in o 
portrait session. The 
photographer positioned his 
subject under a large tree and 
fromed tightly on his head 
and shoulders. The picture 
was lit by strong natural 
doylight, bul Auerbach placed 
a small reflector disc to the 
right of the camera to throw 
some extra light on to the 
man's face, filling in the 
shodows casi by the branches 
of the tree and by the brim of 
his hat. 







Seeing 


Gary Auerbach took this portrait as part of an assignment. The 
lady, Marión Degrazia, was the widow of a well-known 
Arizona artist. He wanted to show her in her own home and 
chose a spot under a C6ÍIÍ ÍIQ SkylIQht where there 
was plenty of natural dayllght and where the plain walls 
provided a nOUtXSl background. 


Acting 


Thinking 

With the camera flrmly mounted on a ¡ pod' cropped ¡ n 
tightly on the subject's head and shoulders. He included the 
decoration hanging on the wall in the background to provide a 

perception of depth but selected a large 

aperture to ensure it was out of focus. 


The light from the skylight picked out the contours and wrinkles of the elderly lady's face in fine 
detail but, because it was falling from above, her neck and the side of her head were left in 
shadow. To compénsate for this, Auerbach used a f |gsh UD ¡t set U P t0 t ^ le "ght °4 the 

camera to provide f¡||-¡n illumination He used a speciai platinum process 

to make the print, which helped to emphasise the textures and detail of the subject's hair and skin. 


A leciinical Betails_ 

1 lx!4in lorge formal camera with a 450mm lens and llford FP4 film. Platinum print on hand-coated paper. 
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Character Portraits 


Rule of Thumb 

It's importaxit to observe your subject 
carefully befare deciding how best to 
approach the photography. Notice 
which facial features are strangest and 
make a note of distinctive gestures and 
expressions which you can incorpórate 
into the pictures. 


Michoel Bussetle wanted to 
emphosise this man's strong 
Slavic features and tried a variety 
of head positions and lighting 
angles before reaching this 
solution. He felt a profile showed 
greatest strength and he used a 
lightly-diffused flash from almos) 
at right angles to the camera, so 
that the light slanted across the 
mans' face to emphasise his lines 
and skin texture. He placed a 
white reflector on the opposite 
side to make the shadows a little 
lighter and chose a grey 
background, making his skin Iones 
the only positive colour. 



Seeing 

Thisyoung man's clOS6 CrOp and 
eyebrow piercing were very obvious 
features but he also has a finely- 
shaped head with good cheekbones. 

Thinking 

Michael Busselle wanted lo try and 

accentuate allofthesethingsand 

explored a variet v of p° ses 

Ultimately, he liked this best, with his head 

turned down to show his scaip 

and his eyes downcast which, Busselle 
thought, created a p@f|S¡VG ntood. 

Acting 

He decided to use quite StfOflQ, 
directional i¡ght. which was a 

single flash placed a metre or so 
3 bOV6 the mans head at about 4 5 
degrees to the camera and about 
two metres from him. Busselle diffused it 
lightly by placing a wooden frame covered 
in garden fleece (sold for protecting 
plantsl quite cióse to the man. He aimed 
a small spot of light onto a grey paper 

background to create a Negree 

of separation. 


Y Médium Formal SLR Camera with a 105—21 Omm zoom lens and Fuji Astia. 



Technical Detalla 
Médium Formal SLR Camera with a 
105—210mm zoom lens and Fuji Astia. 










Formal portraiture calis for a degree of 
organisation and ¡$ often best executed as a 
collaboration between photographer and subject. Diere are many ways of doing this. A subject 
con be posed in a particular locatlon, in the manner of an ador on a slage, or the photographer 
can adopt a documenlary style approach to record subjects ¡n a more spontaneous manner. 
Imaginative use of bockgrounds and props can help bríng oul the subject's charocter, and can 
also be used lo in¡ed humour ínto the image. 
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Using Backgrounds 

The world is full of backgrounds, and difieren! ones 
lolally alter the mood of ihe ¡mage. Geometric 
patlerns formed by man-mode objects and architecture can be exploiied lo make bold, eye- 
calching compositions, while natural foliage and flawers give a far gentler feel lo a picture. 
Even apparently desoíate urban locations can be used as a backdrop lo create portraits with 
a particular mood and sense of place. 


Seeing 

Cario Chinea took this portrait of Salvador 

Dai¡atthe artist's home in 

Figueres in Spain, to commemoratethe 
opening of the Dali Museum. The artist 

was flamboyantly dressed and . 

true to form, more than happy to pose 
for the camera. The photographer 
spotted the elabórate candlesticks and 
the extravagant flower arrangement on a 
side table. He felt they reflected the 

la rge r-tha n-l ¡fe personality of 

their owner. 


Thinking 

The photographer suggested that 
Dali pose in front of the flower 
arrangement and a chairwas fetched 
for him to sit on. The arrangement of 
the Ítems on the table was perfectly 

symmetricaland Chinea 

placed his subject ¡n the CGíVtr© 

of the frame. ¡nfront otthe 

flowers. He asked him to lean back 
so that his body hid the flower vase 
from view. The result was that the 
stems appeared to be sprouting 
from the artist's head like a fantastic 
head-dress. 


Acting 

chinea used a wide angle 

28mm lens which allowed him to 
inelude a large part of the room 
and gave the ¡mage a dramatic 
perspective. The lens's extensive 

depth of field also meant 

that everything ¡n the picture was 
Sharp, from Dali's feet in the 
foreground to the objects on the 
back wall. To lightthe scene, 
Chinea used a hand-held flashgun 
angled upwards so that its light 
was bounced off the white ceiling. 



Sometimes the most unprepossessing of 
locations can be used as an effective 
background for a portrait. Janna 
Dekker turned this concrete wall, 
peeling and scarred with graffiti, into 
a backdrop for an edgy urbon study. 
The lighting was natural, overeas! 
daylight and she used a lOOmm lens 
which gave the image a slightly 
flattened perspective. 

Teclinical Details 

35mm camera with a lOOmm lens and 
Kodak Tri-X b&w film. 










TechnicalDetaUs 
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Usíng Backgrounds 



Alechnical Details_ 

35mm SLR with o 35mm lens and Kodak Tmax 100 b&w film. 


Seeing 

Prague, ¡n the Czech Republic, has a very picturesque 
city centre full of oíd buildings. but outside the centre 
there are many huge, ugly constructions built during 
the country's socialist era. Guy Dondlinger was 
struck by the St3fk' forbidding Unes of this 
massive hotel building and decided to use its 
endlessly rspsatsd storeys as a backdrop. 

Thinking 

Hls model had naturally rather gaunt and 0 f) QU13P 
features. wh'ch he felt echoed the archltecture 
of the hotel, whlle the shlrt he was wearlng 
suggested mllitary camouflage. He wanted a picture 
remlniscent of the propaganda posters of the 
communist era, ¡n whlch workers and soldlers were 
portrayed in a herolc light. 

Acting 

He used a 35mm W¡d© 0nQI© l ens on SLR 
camera, and crouched down to shoot from a |0W 
angle He framed tlghtly to ¡nclude just the 
subject's head and shoulders, filling the rest of the 

trame with the geOm©tr¡C I ¡fieS the 

building. The low viewpoint made the hotel appear 
even bigger than it actually was, while the wide 
angle lens created a rather dizzying perspective. 


Rule of Thumb 

Indoors you are at liberty to choose the 
background you want. You can buy ready-made 
studlo backgrounds or you can create your own 
by painting walls, wood or sheets of card or 
paper to order. Fabrics such as siík, velvet and 
muslin also make good backgrounds. These can 
simply be pinned to a wall behind the subject or 
draped over a door or a pie ce of fumiture. 










In this shot, token ¡n a 
friend's fíat ¡n London, 
Guy Dondlinger 
created a background 
by making use of a 
mirror whith showed 
his own reflection. He 
can be seen taking the 
picture, which makes 
the viewer think about 
the relationship 
between photographer 
and subject. The 
interior was lit by 
natural daylight falling 
through two Windows, 
one each on opposite 
sides of the room. The 
subject was caught in 
this crosslighting, 
which evened out the 
shadows and gave a 
soft overall effect. 


^Technical 

Details 

35mm SLR with a 
35mm lens and 
Kodak Tmax 400 
b&w film. 
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Using Backgrounds 



Cario Chinea shot theatre director Jonathon Miller on location 
during reheorsals at a music festival. The natural daylight 
allowed him to select a large aperture, which meant the subject 
stood out in sharp focus agoinst the bockground. The tiers of 
seating formed strong diagonal lines across the frame, so the 
photographer cropped in reíatively cióse and waited until the 
subject leaned in the opposite direction. 

_Technical Detailsl 

35mm SLR camera wilh on 85mm lens and llford HP5 b&wfilm. 


Seeing 

This portrait was simple to achieve but still worked 
extremely well. Richard Lewisohn carne across the 
ITiaSS of clematis in bloom and realised the flowers 
would make an excellent background. He asked his 
model to pose so that her face was f raiTlGd hy a 
natural gap in the foliage. 

Thinking 

He tried out various different framings, both horizontal and 
vertical, and shot a whole rail of film of the same 

subject. With a 28-105mm zoom ^ he 

was able to crop quickly and easily ¡n-camera, and 
assess immediately what the result would look like. This 
unusual V6rt¡C3l CTOp worked the best<, i 

Acting 

The lighting was natural daylight, bright but overcast, 
which allowed Lewisohn to work without any need for 
artificial fill-in. In the darkroom, he placed the negative in 
a carrier that had been f ¡ |g(j down at the edges, and 
printed so that this was visible in the final image. This 
gave the image its own frame and enhanced its 

romantic mood 

Rule of Thumb 

Keep an eye out for interesting backgrounds. 
Architecture, both modern and traditional, provides 
plenty of geometríc lines and pattems. Flowers and 
foliage provi de a softer atmosphere. In either case, 
however, avoid the elassie trap of posing your subject 
in front of lamp-posts or trees that appear to be 
growing out of the ir head. Sean the scene through the 
viewfinder carefully before you take the picture. 





Technical Details 
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Using Backgrounds 


Seeing 

Michael Busselle passed this small shop 
while exploring the village of Lourmarin 
¡n Provence, and was attracted to both 
the shOp front'tself and the two 

|ad v proprietors who were 

watching the passers-by. 


Thinking 

He felt that both subject and 

background were ot equal 

¡mportance ¡f the picture was to be a 
success, and because the two ladies 

Stood OUt well from the 

darkened doorway, he could afford to let 
them be quite SITiall ¡n the trame. 


Acting 

He decided to shoot froto the opposite side 
of the Street using a WÍde-8figle 
lens which allowed him to inelude most of 
the shop front He f faiTied the ¡mage 
so the two ladies were more or less in 
the Centre ofthe picture. 



Technlcal Detalla 





















It was largely the background thot inspíred th¡s shot, which was taken 
¡n the Souk ¡n Marrakech, Morocco. Busselle liked the colour and 
texture it offered, and was attracted by the way the colours in the 
man's robe were complemented. Had he been seated anywhere else 
Busselle would probably not have photographed bim. 

Technical Detalla_ 

Y 35mm SLR Camera with an 80-200mm zoom lens, on 81A warm-up 
filter and Kodak Ektachrome 100 SW. 

Busselle used a low camera angle for this portrait of a Moroccon man, 
partly lo creóte a slightly unusual perspective but also to enable him to 
use the sky os a background. From eye level, the viewpoint induded 
some distracting details in the background. 

Technical Detalla_ 

T 35mm SLR Camero with an 80-200mm zoom lens, an 81A warm-up 
filter and Fuji Velvia. 
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Using Backgrounds 

Always sean the viewfinder carefully to 
ensure the re are no distracting details, 
oolours or highlights included whích will 
draw attention away from the model’s face. 
You should aiso ensure that there are no 
elements in the background which, when 
you see the final picture, will appear to be 
attached to the model, the distant tree 
which appears to ‘grow’ from the modera 
g head being the el as si c ex ampie. 


Rule of Thunib 


Seeing 


Thinking 


While looking for a setting ¡n which to place his model 
for this nude shot, Michael Busselle sawthis 

strikingly-textured rock with its rich 

ochre colour and thought that it might echo the colour 
of the subject's tanned skin. 

Acting 

He used a lonQ-fOCUS lens to frame the image quite tig ht I y. while a 
polarising filter subdued some of the highlights on the model's body and 

increased the COlOUT SatUfatiOn 


With his model in position, it was clear that the two colours did 
indeed work well together. while the |¡|TlÍted COlOUf 
13 nge °* the ¡mage further served to heighten the 
textural effect °f skin and rock, emphasising the 
difference between them. 


Technical Details 

y Médium Formal SLR Camera with a 150mm lens, a polarising 
and 81A warm-up filter with Kodak Ektachrome 64. 



Susselle photographed this 
down outside the tent of a 
small trovelling cirtus, 
using the big top itself as 
part of the background. He 
felt the contrast of the 
down’s white shirt and blue 
trousers seen against the 
tent's red canvas would 
produce a degree of impact. 

^Technical Details 

35mm SLR Camera with an 
75-150mm zoom lens and 
Kodak Ektachrome 64. 














Busselle 
photographed 
th¡$ poie 
fishe rm o n on a 
beach in Sr¡ 
Lanka towards 
the end of the 
day, reckoning 
that the 
background of 
sea and sky 
would have 
been very 
uninteresting 
without the 
sunset calours. 
He took an 
exposure from 
the sky to make 
the most of the 
rích colours 
there, which 
made the 
fisherman's 
figure record as 
a silhouette. 








iTechnlcal Detalla 
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Using Colour for Effect 

Mosl phofographers reatt strongly to a tolourful subject, bul 
unless some thoughl ¡s given to the composition of the ¡moge, the 
results con easily be disappointing. For the greatest ¡mpact, colour 
should be used selectively ¡n an ¡mage. Photographs which contain a brood range of colours 
tend to have a fussy and confusing quality which can easily overwhelm the sub¡ect. 


co 

en 

I 


3 

3 


Seeing 

Thisshotota Balinese |ad y 

making satay sticks appealed to 
Michael Busselle as much for 
the scene's COlOUT 

quality as it did for the 

¡nterest of the subject. 


Thinking 

Thecombinationof biue and green is 

ubiquitous in nature but, for some reason, when ¡t 
occurs in other circumstances Busselle flnds it 
particularly ¡ nt© TSSti nQ - It was the way these 
colours almost completely dominatedthis 
scene which made him react to it, while the small 

contrasting detail of the sat ays was 

also interesting. 


Acting 

He used a wjcle-angl© lensfroma 
fairly cióse viewpOint and 

framed the shot so that the woman 

was placed in On© half°^ tde 

image, while Busselle included part of 
the window frame on the opposite si de 

to batane© the composition 












The ¡uxteposition of the shop sígn and the smiling couple oppealed to 
Busselle in this shot, taken ¡n Sri Lanka. But ¡t was the bold colour 
contras! between the sígn and the boy's shirt which clinched ¡t for him. 


Rule of Thumb 

One of the most striking ways of using 
colour occurs when the main subject 
contrasts dramatically with its background 
or surroundings. In the se c ir cu ms tañe es 
even a very small area of dominant colour 
can, when it creates a bold contrast with 
the background, have a very striking effect. 



Technlcal Det ails 

y 35mm SLR Camera with an 35-70mm zoom lens, an 81A worm-up filter 
and Kodak Ektachrome 64. 


It was the powerful, ¡arring contrast between the colours 
of the robes worn by these two Moroccan lodies which 
appealed to Michael Busselle. The fact that they were 
facing away from the camera has heightened the effect, 
as it has reduced them to ¡ust very bold-coloured shapes. 

Technlcal Detalls_ 

f 35mm SLR Camera with an 28-70mm zoom lens and 
Kodak Ektachrome 100 SW. 













4ia chnlcal Detalls_ 

35tmn SLR Gomero with on 70-210mm zoom lens, 
on 81A worm-up filter and Kodak Ektachrome 64. 
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Using Colour for Effect 


Seeing 

This lady was studying form during a lull 

¡n the races at Longchamps 

during the París Grand Prix. It's very 
much the sort of shot which appeals to 
Michael Busselle, and ¡t was an easy 

one to shoot unseen as she 

was so engrossed ¡n her paper. 


Thinking 

Hís fírst thought was to ZOOIT) i 11 
ClOSer so s ^ e practically 

filled the trame, but he 

then took more notíce of the fence 
behind her and the effect ¡ts colour 
and texture had when combined wlth 
the grass ¡n the foreground. 


Acting 

He decíded to swltch to a widef 
angle. and t0 inelude much more 
of the fence together with a |3fger 
3 fea Of the foreground, framingthe 
shot so that she was placad ¡n the 

bottom half of theframe. 


This was one of those fleeting opportunities seen in o Moroccan village. Busselle had alreody noticed the beoutifullycoloured wall 
when he saw this schoolgirl approaching, and the sunlight on her yelíow starf created a bold contras) ogainst the dark-toned woll. 




Technlcal Detalla_ 

f 35mm SLR Camero wilh an 35-70mm zoom leas, an 81A wormup filter 
and Kodak Ektachrome 64. 



Rule of Thumb 

It’s important to appreciate just how much colour 
can influence the mood of a picture. Images in 
which the warm colours - such as red, yellow and 
orange - predomínate will tend to ha ve a cheerful 
and inviting quality, whereas photographs where 
the cooler hues of blue, greens and purple are 
dominant will generally create a more subdued 
and introspectivo mood. In a similar way, bright, 
bold colours will have a lively and assertive 
quality, while soft pastel oolours will suggest a 
more gentle or romantic atmosphere. 


It was a very dull day when Michael Busselle spotted this 
sub oquo enthusiast contemplating a dive. The very soft 
lighting accentuated the contras! between his red wet suit 
and the dark grey water, creating an ¡mage with a 
considerable degree of impact. 



ATechnlcal Detalla _ 

35mm SLR Camera with an 35-70mm zoom lens, 
an 81A warm-up filter and Kodak Ektachrome 64. 





































Formal Portraits 


94 

Using Colour for Effect 


Seeing 

Anna Fabres wanted to produce a straightforward portrait focusing 
on the model's strong features and melancholy expression, but 
was also on the look-out for a shape or colour that would add 
¡nterest to the composition. The location was London's South 
Bank Centre, an arts complex notorious for its wide expanses of 
grey concrete, but the photographer's eye was caught by the 

deep red c°l° ur of the café table 

Thinking 

She seated her model at the table and assessed the potential of 
the ¡mage through the lens. She was pleased with the contrast 
the bright red made with the gloOlTiy ¡ ntSliOr and 1he 
dark grey of the man's coat. The sombre surroundlngs meant hls 
face stood out distlnctly agalnst the background, with no clutter 
to distract attention. The red also COFltraStSd subtly with 
the light blue of the man's eyes and the bright yellow of his shirt. 

Acting 

Fabres framed tightly with a 35-70mm zoom lens and shot the 

picture using a camera-rnounted f lashgun 

This meant the subject's face was brightly I¡t, while the 
background retreated even further into the shadows. Using a 

prim film with good colour saturation made the 

colours in the finlshed image stand out even more strongly. 


Ileclmical Details_ 

35mm SLR camera with a 35-70mm lens and Fupcolor Reala 100 colour 
negative film. 






The vibran! colours ¡n this shol look as if 
they've been enhanced or man i pu I ate d. 
but Anna Tabres merely recorded what 
she saw through the leas. She did 
however use a colour negative film 
known for its colour saturation lo give 
the image extra punch. She also 
exaggerated the drama of the picture by 
getting in cióse to the subject and 
shooting from a low viewpoint, using the 
wide ongle end of a 35-70mm zoom 
lens. The picture was taken in Paris and 
was lit by natural spring daylight falling 
through a window. 


Rule of Thumb 

Red eye is one of the most ocimmon 
hazards of photographíng people. 

It’s caused by flash light reflecting 
off the blood vessels in the subject’s 
eye, causing that characteristic 
zambie glow. It mostly happens 
when the flash is mounted on the 
camera, be cause the lens is at the 
same angle to the subject. Ato id the 
problem by hand-holding the flash 
or mounting it on a sepárate stand, 
and oannecting it to the camera via 
a flash sync cord. Altematively 
angle your flashgun so that the light 
is bounoed crff a ceiling or wall 


^Teclmical Details_ 

35mm SLR camera with a 35-70mm lens and Kodak Gold 100 colour negative film. 
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Using Shape, Form & Texture 

The art of composition hinges on the ability to look beyond the subject, and lo 
see ¡t ¡n terms of ¡ts visual components. The quolilies of colour, form, texture, 
pattern and shape make up the essential structure of an ¡mage, and are the things which determine the basic nature of a 
composition. When these elements have been dearly identified, it becomes much easier lo see bow the image can be 
arranged wilhin the frame lo creóte the most impact. 



Seeing 

Michael Busselle was shooting pictures of this male 
model for a holiday brochure when he saw him 
stretching h¡S back between set ups. Busselle 
thought the combinatlon of his well-tuned 
ITIUSC leS and richly tanned skin had the potentlal 

for a semi-abstract shot. 

Thinking 

He wanted the plcture to be ¡mperSOfial, so be 
asked hinn to face away from the camera and then 
adopt this pose to create a more ¡ntereStínQ 

shape. 

Acting 

He framed the shot quite tightly s0 that the 
model's trunks were not included, and useda 
polarising filter to ¡ncrease the colour 
SatUratiOn °f b°th hls skln and the blue sky. 


This shot depends on shape and 
form os well os texture for its 
effect. Busselle framed it tightly 
in this way to emphasise these 
qualities, and to depersonalise the 
¡mage to make it more of an 
abstrae! than o portrait. 

^Technlcal.Detalls_ 

35mm SLR Camero with an 
75-150mm zoom lens, an 81A worm- 
up filter and Kodak Ektachrome 64. 

Technlcal Detalla ». 

35mm SLR Camero with on 35-70mm 
zoom lens, polarising and 8IA worm- 
up filters with Fuji Provia. 






Technlcal Detalla _ 

Y35mm SLR Camero with a 75-1 50mm zoom leas an 81A warmup filter and Fuji Pravia. 
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Using Shape, Form & Texture 


Seeing 

This man ¡s one of several W3t6f VSndOfS w ho can be 
found in the square of Jemma el Fna ¡n Marrakech. Their purpose 
nowadays is to stand around to have their picture taken, but the 
light ¡n the square ¡s ¡nvariably haTSh an d the surroundings 
incredibly busy and cluttSÍSd. 

Thinking 

Michael Busselle wanted to photograph this particular man, but there 
was little chance of producing a WOTthwhil© image because 

of the poor üghting and muddled background. 



Busselle saw this small thild ¡n a Masol village 
in Kenya, and was instantly attracfed by the 
bold colour contras! between her jumper and 
the surroundings. But he realised that the 
shapes created by the painted wall and the 
pole were also very striking, and so he fromed 
the image to make the most ol these. 


It is the shape of this Arab man's strong profile which is the key 
element in this shot, and Busselle chose this viewpoint set against a dark, 
featureless area of the background, in order to accentuate it. 

Technlcal PetallsA 
35mm SLR Camera with a 75—1 50mm zoom lens 
an 81A warmup filter and Kodak Kodachrome 64. 


Acting 

He asked the man to accompany him, for a modest fee, 
toashaded area where there was a piece of 
canvas draped over a wall, and Busselle placed him in 

fromofthis.Thepiain background haa 

helped to accentuate the shapG °f h¡s 
extraordinary head gear, while the softer light has 

revealed the SLlbtl© t6XtUT6S of skin, fabric 

and metal. 


Technical Detalle _ 

Y 35mm SLR Comerá with a 80-200mm zoom 
lens an 81A warm-up filter and Fuji Provio. 


















Teohnlcal Detalla 
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Using Props 

Props can be simple everyday objects or they can be parí of an 
elabórale set. Ihere are many types of props wilh many differenl 
uses. Some relate lo the subject's interesls and actlvilles - ítems used for work or as parí of a bobby, for 
instance. Some are selecled because their shape or colour fits in well wilh the resl of the image, while 
olhers are pressed into Service simply lo occupy the allention of a restless child. And many, of course, are 
used just because they raise a smile. 



The illuslration shows the 
lighting sel-up for this shol. 
The while reflector on the left 
filled in the shadows on the 
subject's face while the black 
one on the right softened the 
shadows on the background. 



Seeing 

Thisoffbeat portrait by Cario Chinea was a 
studio test shot for an álbum cover. The subject was 
Stan Webb, blues guitarist with the 1960s' band 
Chicken Shack. Chinea wanted quite a subtle image, 
but he also wanted to incorpórate a humorous 
reference to the band - henee the live chicken! 

Thinking 

The photographer sat his subject on a wooden crate, 
with straw scattered around to suggest a farmyard 
atmosphere. The background was a roll of haflCl - 
painted P a P er - The camera was set up a couple 
of feet off the ground, at the subject's eye level. The 
apertura was large, giving a very shallOW 
depth of f ¡6 Id- To remain in focus, the 
chicken had to be on the same plañe as the subject, 
and an assistant was on hand to steer it into 
position. 

Acting 

Chinea lit the picture with tWO flash U D¡tS- 

set up on stands one above the other on the right- 
hand side of the frame but fitted with a screen of 
tracing paper to diffuse their light. A white 
polystyrene reflector placed to the left of the set 
bounced light back to f ¡|| ¡ n the shadows on that 
side of the subject's face, while a black-painted 

polystyrene sheet °n the right heiped 

soften the shadows on the background. 









Technical Details _ 

T Médium format camera with a 150mm leas and Kodak Tri-X b&w film. 



Ronnie Bennett shot 
this little girl, together 
wilh her two brolhers, 
both outdoors and in 
the studio. As the 
session progressed and 
her subjects relaxed, il 
occurred lo Bennett 
that her husband's oíd 
work boots would 
make an amusing 
contrast with the girl’s 
lacy ballet costume. 
She asked her to pul 
them on, bul 
deliberately left the 
laces undone and 
coiling around the 
floor. She kept the 
studio background 
plain, and lit the 
subject with a softbox 
to the left of the 
camera and two white 
reflectors arronged in 
o V-shape to the right 
to fill in the shadows. 
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Using Props 



4-Xejh.nical Details_ 

Médium formal tornera with an 80mm lens ond Kodak Vericolor 160 Pro tolour negolive film. 


Rule of Thumb 

It’s a good idea to build up a stock af favourite props 
that you can use over and over again with different 
subjects. These come in especiaily useful with children, 
who often need distracting. A small stock af clothing is 
also handy, to be lent out when the need arises. Sean 
magazines and newspapers to get an idea of the kinds of 
objeets you could use, but be prepared also to improvise 
with w ha te ver comes to hand. 


Seeing 

This little chap was less than a year oíd 
when his mum brought him to Rossaline 
Lucock's studio. The glgSSeS were 

his own and mt a p r °p but the 

photographer thought they made him 
look rather ¡ntellectual, so she sat him 
down at a small desk and gave him a 
book to play with. When he started 
turnlng the pages she saw her picture. 

Thinking 

She quickly added the quill pen and the 
inkstand to the impromptu set and piled 
up some more of the leather-bound 

voiumes to create the 

impression of an old-fashioned 

study. More books in the background, 
together with the pot plant and the 
mottled grey studio backdrop, added to 
the Victorian feel. 

Acting 

Lucock shot the picture with a standard 
80mm lens on her médium 
format camera. A black vignette 
attachment on the lens (jg rkened 

the edges°< the frame, whi|ea 

softenlng fllter gave ¡t a slightly soft- 
focus feel. Illumlnation carne from one 
main studio light with a reflector to fill in 
the shadows. plus another, smaller light 
on the little boy's hair. 





When this lidie boy come along for a portroit session he brought his violin with him, and Ronnie Benned used the instrument and bow lo creóte a 
dynamic diagonal composition. It also allowed her to use a favourite technique of getting the subject to tip down their chin and to look up at the camera 
from under their eyelids. The effect this creates ¡s slightly earnest but very appealing, and it's a technique that works particularly well with children. 


iTechnical Details _ 

Médium formal camera with a 150mm lens and Fuji Neopan 400 b&w film. 




Formal Portraits 

104 

Using Props 



Technical Details _ 

Y Médium forma) camera with an 80mm lens and Kodak Tmax b&w film. 

Seeing 

ln his portraits Ton Hendriks usually sets out to show 
something o) the background of his subject, hinting at 
their profession and social status. When he was 
commissioned to photograph this musician for a 

magazine article' he had a ready-made prop in 

the shape of the double bass. He didn't want to show the 
musician actually playing the instrument, but he did want 
to demónstrate the cióse relationship he had with it. 

Thinking 

The bass was already leaning againstthe white wall. 
Hendriks SSatSCl his subject on a low chair and asked 
him to pose leaning to one side, in a way that balanced 
the head of the instrument leaning the other way. He 
framed tightly so that the dark instrument and 
the dark hairand clothing of the musician formed simple, 
graphic.shapes which contrasted starkly with the plain 
white of the background wall. 

Acting 

Hendriks placed a flash unit to the right of the camera, with 
a bright P6f leCtOr that cast a harcl Shadow from 
the instrument on to the wall. However, he didn't want 
excessive contrast in the subject's face and so placed a 
second flash unit to the left of the camera. He set this 
flash to give around two stops |©SS ©XpOSUíG 
than the first, and bounced its light back off a white 
umbrella to give a softer illumination. 

Rule of Thumb 

Familiar objects help pul people at their ease. If a person 
has a hobby, get them to bring along an object that 
represents that hobby. Your subject may play a musical 
instrument or enjoy riding a bike, for instanoe. 

Alternatively, choose objects that the subject uses in their 
line of work. Get gardeners to pose with a rake, 
hairdressers with a comb and scissors, or software experts 
with a Computer keyboard. Use your imagination! 



In this double family portraif, Gamini Kumara used a chair as a simple 
prop. It was unobtrusive, yet provided a frame for the young subjects and 
gave the picture its shape. The lighting set-up involved two flashguns, one 
with a reflective umbrella throwing light on to the children, the other fired 
directly at the plain white background. The combined effect of this was to 

bathe the pair in light. 









Technical Details 
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Beauty Photography 

Beauty portraits lie ot the other end of the stole from 
candids: instead of seeking to catch subjects offguard, 
the photographer aims lo flotler tbem. Beauty photography o fien ¡nvolves dose colloboration 
between the photographer and the subject and careful forward planning in terms of lighling, 
colours and mood. Glossy mogazines, featuring glamorous models and pictures by top foshion 
photographers, provide a good source of inspiralion. 



Daniel Stonek was struck by the large, expressive eyes of 
this particular girl and used a zoom lens to frame the picture 
so that they became its main point of Ínteres). The wooden 
window frame provided a ready-made frame within the 
frame. Stonek used an ISO 400 black-and-white film but 
pushed it two stops to ISO 1600. This ¡ncreased the 
graininess of the image, enhancing its gentle, moody feel. 

_ Technical PetailsA 

35mm SLR camera with an 80-200mm lens and llford HP5+ 
b&w film pushed to ISO 1600. 


Seeing 

The model was an actress who was making a TV commercial. Richard 

Lewisohnwasactingason-set stills photographer 

and used the breaks in filmíng to take a few informal shots of her. Her 
costume of swimsuit and sunglasses already suggested glamour and 
sophistication but he wanted to create a sense of drama too. 

Thinking 

He asked the actress to crouch down on the grass and got down to the 
same level himself to frame the image tightly. The unusual 
VlSWpOint 9 ave the picture impact while being so low down 
meant that more of the lawn was included in the frame, providing a 
ready-made backdrop, The late-afternoon sunlight added wariTlth 
to the scene and also reflectad off the model's, sunglasses to create 

highlights. 

Acting 

Lewisohn used a standard 80mm lens on his TTISdium 
format camera. The unusual angle meant he dispensed with a 
tripod and shot the picture hg nd*h@ld usec * a s ^ ow c °i° ur 
negative film, which gave fine detail and richly SatUf3t6d 
colours The resulting picture looked like it had a story to tell, as 
if it was a scene from a film. 


Rule of Thumb 

With 35mm camera Systems, an 85mm lens is often 
regarded as the standard for portrait pictures. In 
médium format photography, the equivalent focal 
length is around 120mm. Fevr people, on the other 
hand, use a wide angle for portraiture. The 
exaggerated perspectáve of these lenses makes noses 
and chins stand out in a most unflattering way. 









Technical Details 
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Beauty Photography 



This ¡s a much gentler picture ihan the one opposite. Daniel 
Stonek posed the young girl, wearing her best dress, in a 
doorway and framed the image tightly with an 80-200mm 
zoom lens. The main source of illumination was natural daylight, 
bul the photographer also used a burst of fill-in flash to even 
out the shadows and to create sparkle in the girl's eyes. So that 
the flash would not overwhelm the pastel colours, he set it at 
two stops below the indicated meter reading. 

_Technical fletailsA 

35mm SLR with an 80-200mm lens and fill-in flash, and 
Kodak Ektacolor 160 colour negative film. 


Seeing 

This girl was not a professional model but simply wanted some 
pictures of herself. Daniol Stonek wanted her to be as n3tU fd\ 
as possible, and so steered olear of complicated poses. He simply 
got her to look straight at the camera, and asked her to be herself. 


Thinking 


He shot the picture at sunset, when the light was warm and 
directional. The girl's yellow hair, her red clothing and the blue of 
the sky formed a strong set of primary colours. Stonek added 
further ¡ITipaCt by framlng the image tightly. using a 
ZOOm lens t0 ,r Y out different crops until he found the one 
that worked best. 

**• 


Acting 

To boost the warm colours a little further, he fitted a 
polarising filter over the lens. This removSH'unwanted 
reflections from the girl's skln and deepened the blue of the sky. 
He added extra punch to the Image with a burst of f ¡ ||-¡p| 
flash , set at two stops below the indicated meter readi ng so 
that ¡t would not be too strong. This highlighted the girl’s face and 
created C3tChlÍghtS in her eyes. 


Rule of Thumb 

Even in bright sunüght, fill-in flash can be an 
invaluable tool. It evens out the harsh shadows 
caused by direct sunlight and adds sparkle to the 
subject’s eyes. To get the exposure right, take a 
meter reading and set the flash a stop or two 
below the exposure indicated. This will make its 
light relatively weak, enough to brighten the 
soene but not strong enough to dominate it. If 
fill-in is used skilfully, the viewer probably won’t 
even notioe it’s there. 








Tftchnical Details 
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Beauty Photography 


Rule of Thuirib 

-- -p- , - - -- n B | „ \ 

A technique often used by 
beauty photographers to ere ate 
flattering images and flawless 
complexions is to ask the 
model to wear a quite thick, 
palé skin make-up with dark üp 
colour and eye make-up and to 
use a degree of overexposure 
and cióse up. 


Seeing 

Michael Busselle wanted to capture the open, 

sunny smile andthever y fresh ' 
unseífconscious, girl-next-door looks of 

the lady in this picture and decided to adopt a very 

straightforward approach. 

Thinking 

But he also wanted the picture to have the sort of 
quality one associates with ITiagaZine 
COVerS and cosmetic ads and used the type of 

lighting set-up which might be used for 

these images. 


Acting 

Hearranged tWO la Fg6 Whlte reflectora cióse 
to her each side of the camera and angled 
inwards, like a V shape, with a small gap for the 
camera lens to see through. Using a boom arm, he 
then suspended a flash behind her and aimed it 
at the reflectora, using barn doors to prevent this light 
spilling onto ^ er ’ an d ensuring that the lens was 
shielded from f|0f0. He also placed another 
reflector under her chin. 


This picture was lit by plocing a soft box each side af the 
camera lens with a reflector positioned cióse up under the 
model's chin. 













Michoel Busselle 
used a large soft 
box from cióse lo 
the camero lens lo 
creóte a virtually 
shodowless light for 
this portrait of on 
Oriental model, 
giving holf a stop 
extra exposure than 
was stríctly corred 
¡n order to minimise 
the texture of her 
skin ond to creóte a 
very flot, two- 
dimensional quality. 
The textured effect 
was produced by 
plocing a cross-iit 
bomboo screen ot 
right angles to the 
camera, reflecting it 
into the lens by the 
means of o piece of 
glass held ot 45 
degrees immedialely 
in front of it. 
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Profiles 

The profile ¡s a dossic approoch lo portraiture. Painters 
and miniaturísts have been using it for hundreds of 
years - just take a look al the coins in your pocket! Il's also an effective device in 
photography. Strong facial features can be emphasised lo suggesl the subject's charader or, 
alternatively, a semi-profile can be used la creóle a sofler lype of image. 


Seeing 

Alain Paris wanted to bring out the richness 
of his model's dark skin and posed her 
against a dark background that helped 
focus attention on ¡ts tOne 8f)d 
teXtUre. The beads draped across 
her shoulder added contrasting textures. 
Inf luenced by the look and f eel of oíd 
black-and-white movies, he chose a 

strongiydirectional lighting 

set-up and got his model to pose in 
profile, which seemed to suggest she 
had a story to tell. 


Thinking 

In Paris' experience, there is far less 
exposure latitude when photographing 
people with dark skin than there is with 
those of a lighter complexión. There is a 
particular risk of OVereXpOSU fG, 
which means that rich dark Iones are 
lost, along with the detail of the skin's 
texture. 


Acting 

Paris got in cióse to the model to crop 
tightly using a standard lens. Lighting 

camefroma single flssngun 

fitted with a Fresnel lens attachment, 
which concentrated the beam of light. 



^Technical Details _ 

35mm SLR camera with a 30-200mm lens and Kodak Gold 
100 colour negative film. 


Rule of Thuníb 

When shooting profiles, automatic metering 
systems can be fooled into underexposure 
if the subject is backlit, especially by large 
are as of sky or water. Ib retain detail, take 
a spot reading from the subject’s face, or 
open up the aperture a stop or two. 
Alternatively, you can exaggerate the effect 
by exposing for the background and leaving 
the face to fill in with shadow. This will 
create a silhouette effect. 


Guy Dondlinger spotted this girl while on holiday al the Niagara Folls and used a long 
zoom lens to frome her in profile. The curtain oí spray from the waterfall provided a 
plain, neutral background, which a large aperture threw completely out of focus. The 
seagull provided the finishing touch, flying into the frome at just the right moment. 
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Location Portraits 

Locations soy a lot about a subjett. A person 
pbotographed in their natural environment is likely lo 
be more relaxed and to reveal more of their personality lo the camero. Locations can be 
artificial, like a stoge set, bul they need not be exolic. Good, accessible locations include 
sports facilities, bars and reslaurants, gardens, parks and public spaces. 


Cario Chinea was commissioned by a magazine to take a portrait of 
León Griffiths, creotor ond writer of the populor televisión series 
Minder. The series featured London underworld chorocters, sothis oíd- 
fashioned London pub provided the ideal location. The interior was 
dark, but Chinea made use of the light streaming through the window. 
He chose block ond-white film to focus attention on the textures of the 
subject's lived-in foce ond those of the wood ond gloss oround him. The 
cigorette ond the drink provided the necessary touches of authenticity! 


Seeing 

Doma Dean took this shot as part of a degree project. She 
was looking for an unUSUal pOftTait cou ld be 
done without expensive lighting or equipment. She was also 
interested in the natural diStO FtiOnS °* °b¡ects seen 
through water, and wanted to incorpórate this effect into 
her picture. She chose a local municipal swimming pool as 



her location. 


Thinking 

The l0CatÍ0n rnade it difficult to set up any freestanding 
lights, and Dean didn't want to use flash as it would have given 
too hardan effect. Instead, afterdoing some t©St ShOÍS' 
she decided simply to use the available tljnQStSn üghting 
of the pool building. The W6ÍC)ht °t the camera and the 
coid of the pool meant she had a problem with camera shake, 
so she enlisted the help of an assistant to steady her. 


Acting 

She stood over the model and asked him to SUblTTSrQ© 
himself and then to raise his head slowly out of the water. Dean 
took three shots, bfSCkStinCJ half a S,0 P sach wa Y to 
make sure the exposure was spot on. She used a black-and- 
white film with an ISO rating of 400, but pUSh©d it to ISO 
1600. This gave her more exposure latitude and also increased 

,he graininess ,he ima 9 e - 


^Technical Details _ 

35mm SLR camera with o 28mm lens and llford XP1 chromogenic film. 






Teclmical Details 

Y Médium formal camera with a 90mm lens and llford HP5+ b&w film pushed to ISO 1600. 
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Location Portraits 


This man was a member of a Navajo drumming troupe and, wanting to 
show him ¡n a natural, outdoor setting, Gary Auerbach pased him against 
the trunk of a tree. He framed the ¡mage tightly and fotused on the man's 
eyes, setting a very shallow depth of field. The lighting was available 
daylight but, to fill in the shadows under the tree, the photographer placed 
a reflector to the right of the camera. 



Seeing 

Gary Auerbach spent two weeks on the set of a 
movie being shot in the oíd Western town of 
Mescal. To portray actor Douglas Rowe 
playing a US marshal, he wanted a full-length 
portrait that would inelude the oíd buildings of 
the town. 

Thinking 

He posed the actor in the dusty main Street of 
the town, wlth the oíd clapboard buildings 
behind him. He selected a |3fg6 
8 pertu r© that kspt the subject sharp but 
threw the background out of focus. He felt it 
was lacking something, however, so he had 
the black horse moved into shot behind the 
actor. This added just the right amount of 

background interest 

Acting 

It was a hot day with bright sunlight, which 
gave plenty of illumination but created 

harsh shadows on the subject-s 

face. To even these out, Auerbach got an 
assistant to hold up a rectangular 

reflector s ' x feet r>¡ gh, out of shot to the 

left of the camera. This threw plenty of light 
back on to the subject and ©V©n©d 
OUt shadows. 



Tftchnical Dfttails 
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Cropping Effectively 

The scene ¡n front of the camero ¡s ihe 
photographer's raw material. The skill lies ¡n 
selecting the portion of that scene that will malee an effective photograph. Every 
photogroph involves cropping lo same extent, but particularly bold crops can be used to 
add Ínteres! and impoct to the image. This can be done m-camera at the time of taking 
the picture, or afterwards, when the image is printed. 


Seeing 

Cario Chinea took this picture of showbiz 
character Ronnie Knight at his home in 
Spain for a magazine article. He asked his 
subject to sit on a chair in front of a plain 
wall, which provided a neutral 
background. He wanted to convey his 

strong character andso 

chose to crop in cióse on his face to 
emphasise his chÍSelled features. 


Thinking 

Working with a hand-held35mm 
SLR camera, the photographer was able 
to move around the subject to try out 
different framings. He selected an 
85mm lens, which allowed him to 
get in cióse. He lit the picture with a 
single softbox, set up on a bOOlTI 
Stand anc * angled so that it was 
slightly above the subject's face and to 
his left. He also placed a circular reflector 
to the right of the subject. 


Acting 

When Chinea actually took the picture he 
framed it horizontally, and included the 
whole of the subject's face and hair. 
However, later on he decided that the 
image would benefit from even tighter 
framing and so when he printed it, he 
cropped ' n extremely closely on the 
central portion of the negative. This 
created a vertically framed image that is 
dominated by the subject's strong 
facial features. 



Alain Paris used a standard 50mm lens with a 
35mm SLR for this tight horizontal crop. The 
model was placed off-centre but he bolanced the 
composition with the graphic shadow that filled 
the ieft-hand side of the frame. There was no 
artificial ¡Iluminación involved, just strong 
natural daylight falling into the room through a 
window. The plain white wall was all that was 
needed to provide the necessary background. 

,Technical Details _ 

35mm SLR camera with a 50mm lens and Kodak 
Tmax 400 b&w film. 





A softbox and reflector províded the 
¡ilumination for this picture, which 
originolly was framed horizontally. 
When he printed it, Cario Chinea 
made a tighter, vertical crop which 
had a much stronger impact. 
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Cropping Effectively 


Thinking 

The cropping was done ¡rVCSmOrS- Hendriks 
placed his camera atan angle of 45 dGgPSSS 
to the subject so thatthe lockers 3pp60r©d 
large in the fof ©grOUfld Fie didn't direct the 
pose at alI: the subject's wary gaze at the camera 
was quite natural. 

Acting 

For all the pictures in this series, Hendriks 
used hard lighting to underline 
the bleak moods and situations in which 
the young subjects found themselves. 
For this shot he used two flash units. 
The first, with a hard reflector and a 

honeycomb grid he placed 

on the right-hand side, ¡lluminating the 
subject's body and the left-hand side of 
her face. To fill in the shadows a little, 
he used a SGCOIld f lash angled 
upwards at 90 degrees, so that its light 
was diffused by being fgf ISCtSd 
off the ceiling. 



Seeing 

This was one of a S6H6S °f portraits Ton Hendriks 
took of young homeless people, showing them in 
their day-to-day environments. He asked this 
young woman, whose ñame was Odelia, where she 
wanted to have her picture taken. She simply chose 
to sit in the space between the lockers. 


^.lechnical Details_ 

Médium formal camera with a 90mm lens and 
Kodak Tmax 100 b&w film. 




Rule of Thumb 

The easiest way to crop in-camera is to 
use a zoom lens. This allows you to 
zoom in and out and try dífferent ways 
of íraming the imagg. 'Ríe longer the 
range of the zoom the more opticms you 
have, but remember that the pay-off for 
a zoom’a flexibUlty is usually a slight 
loss in image quality oompared with 
lenses of a fixed focal length. However, 
images taken with a zoom still compare 
well with images created by cropping 
from a section of the negativo. The 
bigger the blow-up, the more apparent 
the grain of the film beoomes. 


In this motherandson portrait, lit by a single 
photoflood unit, the little boy was prominent in 
the original image. However, Philip Winestone 
decided to concéntrate attention on him even 
further by printing only a narrow section of the 
negative. He cropped in very tightly, and 
masked off most of the mother's face. However, 
there is still enough of her in shot for the 
picture to be a double portrait. Even though her 
face can't be seen, sbe is still a very strong 
presence in the background. 



Technical Details 




Lighting 









Light ¡$ fhe raw material of phofography. Natural 
daylight creóles a buge variely of lighting situations, 
ranging from bright sunlight illuminating the whole scene, to directional ¡llumination slanting 
through doors and Windows, and all of (hese can be exploiled to alter the mood and feel of 
the image. Moving indoors gives the photographer the opportunity to experiment with studio 
lighting. A simple home studio need nol be expensive and gives a high degree of 
control over the way ¡n which the subject is portrayed. 
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Using Available Light 

Hiere are many otcosions where flash ¡s used when ¡t would have 
been better lo make use of ihe available light, whether il is 
normal room lighting window light or a mixture of both. It has the big advanlage of retaining 
the atmosphere of a room or situation, something which flash can easily destroy. It's largely the 
quality of the ambient light which should dictóte the use of flash as with today's 
very fast films Hs intensily is seldom a restriction. 


Seeing 

This picture was taken in the Casino at Badén Badén and the room 
was lit by a m IXtU T6 of artificial light and daylight from distant 
Windows. The g rt¡f ¡C¡ 0 1 light was an important factor as it 
contributed enormously to the room's atlTlOSph6r6. 

Acting 


Thinking 

The artificial light was bf¡Qht©f than tbe sm aH amount 
of daylight and Michael Busselle considered using 
artificial light transparency film. However, hefelt thatthe 

warm colour cast hew0uld 9 et from using 

daylight film would enhance the atmosphere and 
accentuate the |"¡ch COlOUf °f 'he gilded decor. 


He used a fast daylight film and a tfipod to a H° w the use of a 
fairly slow shutter speed, as the light was not very bright and 
f ram©d the shot quite tightly so that the semi-silhouetted 
man in the forSOfOLind became the dominant element of 

the composición. 


Rule of Thurnb 

When shooting with available 
light and the colour quality of 
the light sources are unknown, 



Technlcal Detalla_ 

Y 35mm SLR Camero with a 105mm lens and Kodak High Speed Ektochrome. 


or mixed, and are not very 
bright, a fast colour negative 
film, such as Fuji Su per G 800, 
can be the best cholee as it is 
much more tolerant of colour 
casts and has greater exp asure 
latitude than transparency film . 


Busselle photogrophed this 
Parision café scene on daylight 
transparency film at dusk when 
the interior artificial lights were 
brighter than the residual 
daylight, which resulted in the 
characteristic warm glow created 
by the colour casi. 





Technical Detalla 
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Seeing 

This lady was a sensitive but strong 
character, and Janna Dekker wanted a 
direct, intense Pi c t ure that aimed to 
capture her personality. She chose to 
photograph her head-on, gazing straight 
¡nto the camera. She kept the 
background S¡mplS an d uncluttered, 
posing her subject against a plain wall 
that had a neutral tone. 

Thinking 

The lighting was available daylight from a 
north-facing Window. Dekker 
placed her subject so that one side of her 
face was brightly lit while the other was 
largely obscured by shadow. The light 
was strong enough to create catchlights 
in both her eyes, in the way a flashgun 
would, giving her gaze a dramatic, 
piercing quality. The result was a 
painterly effect- apt, as the subject 
was an artist. 

Acting 

Dekkeruseda 1 OOmm lenS t0 

crop in cióse on the subject's face to 
make the porlrait more intense. She used 

a tripod wi » ha sw¡vel head 

which allowed her to tilt her 35mm 
camera on its side and frame the picture 
vertically. To avoid jarring the camera 
during exposure, she fired the shutter 
using a cable release. 


^Technical Detalla_ 

35mm SLR with a lOOmm lens and Kodak 
Tri-X b&w film. 







Corlo Chineo used ovoiloble light for 
this picture of actor Sir Nigel 
Howthorne when he wos oppeoring in 
a stage production of The Modness of 
King George at the Theatre Royal in 
Batir. The strongly directionol light, 
folling through a window, picked out 
one side of the octor's foce in fine 
detoil and created a catchlight in his 
eye, while leoving the other side in 
deep shadow. 


^Technical Details_ 

35mm SLR with on 85mm lens ond 
Kodak Tri-X b&w film. 
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Cario Chinea took ihis shot of ador Tony Head in the subject's own home, 
using available daylight. The subject's shirt malched the green of the window 
shutters, and the photographer simply stood him next to the window. The 
directional light gave plenty of contras) in his face, while the interior of the 
room trailed off into darkness. However, light levels were quite low so the 
photographer had to set a slow shutter speed - l/30sec - even with a 
relatively wide aperture of f4. This mean) the subject had to stay quite still to 
avoid any movement blurring the image. 


Seeing 

Richard Lewisohn photographed this actor, Grant 
Masters, between takes while he was shooting a 
televisión commercial. He wanted a clean, simple 
picture and was attracted by the COntT0St 
between the light-coloured tiles and the subject’s 
darle suit. 

Thinking 

The sunlightwas bright but was d|fflJS6Cl 
through a veil of early morning ITIISt This overcast 
daylight was strong, soft and very even, almost as if 
the subject had been lit with a gigantic softbox. The 
photographer posed him simply on a chair out.in the 
open alr, and composed the picture quite tightly. 

Acting 

Lewisohn was using COlOUf l1Gg8t¡Ve film ’ 
whlch has a far greater exposure latltude than 
transpareney film and will generally produce 
acceptable results even when the exposure is not 
quite right. However, on this occasion he dellberately 
pushed the film a stop, setting the C0ITI6r0 
COntrolS so that the ISO 100 film was rated at 
ISO 200. This had the effect of boosting the contrast. 


Rule of Thumb 

In low light situations, film can be ‘pushed’ to 
increase exposure latátude. Pushing involves 
setting the film speed dial at a higher rating than 
the füm’s nominal ISO speed. The film is 
underexposed but is developed for longer to 
compénsate. This technique allows the 
photographer to select a fáster shutter speed to 
avoid subject movement, or a smaller aperture to 
increase depth of field. It boosts oontrast and 
also increases the graininess of the image. 


^Technical Details _ 

35mm SLR camera with a 50mm lens and Fuji Provia 100 colour 
transpareney film. 









Teclinical Details 
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Seeing 

When Gary Auerbach was first ¡ntroduced to this 94-year-old Native American battle chief 
and his family at their home in Taos Pueblo, New México, the oíd man was too tired to 
do any photography. Being patiSflt t ^ le photographer agreed to come back the 
next morning. The oíd man was ffQShsr '^ en an d íhere was the bonus of bright 
mOrning sunl¡ght ía ^ n 9 raturally through his living room window. 

Thinking 

Auerbach wanted to photograph the oíd man in his own |¡ VÍFIQ Sp3CG' but tbe 
small room was extremely CTSITiped Resides the table in the foreground, there 
was another table to the photographer's right and a wood-burning stove beyond that, 
behind the oíd man. There wasn't space to set up any 3rt¡fÍC¡8l |¡ght¡flQ• even 
a reflector to fill in the shadows, and there was no question of re-arranging the room. 
This meant he had only the window light to work with. 

Acting 

The oíd chief was anxious about what he should do, but Auerbach asked him simply to 
sit next to the window and turn his face towards it. As the photographer set up his 
camera, he rsISXGCl ¡ n the morning sunlight and sat quite still. To get the exposure 
right Auerbach opened up the Q p g f~t U Te 10 record detail in the shadow areas of 
the subject's face and hands. Doing this, however, meant he could no longer control 
exposure in the highlight areas, so he left these to bum out slightly 


Rule of Thumb 

Dodging and burning are common darkroom techniques for 
the black-and-white printer. Dodging involves oovering up 
part of the image so that it re ce ives less exposure from the 
enlarger and so prints lighter. A circular piece of card 
attached to a length of stiff wire makes a good dodging tool. 
Burning involves giving areas of the print more exposure so 
that they print darker, and is often used to fill in shadow 
areas. You can use pieoes of card, or simply your hands, to 
mask off the rest of the image during exposure, but 
remember to keep them moving gently back and forth to 
avoid hard edges appearing in the finished print. 


Technical Details 

1 Ixl4in large formal comerá with a 450mm 
lens and llford FP4 b&w film. Plotinum print on 
hand-coated poper. 
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Using Window Light 


Seeing 

This was a rather 6lGQ3nt room with a large 
north-facing WÍlldOW which created quite a 

soft, even light andenab|edl ^ ichae| 

Busselle to shoot without having to use a reflector. 


Thinking 

Because the setting itself was so attractive, he opted 
to use a fairly diStant VÍeWpOÍllt and 
wide framing in order to use the room's ¡fltSnOr 
as part of the composition. 


Acting 

H© framed the image so that the two models were placed 
in the lower half of the trame and switched on the tabl© 
lamp ¡n the background to contribute an inviting WatlD 
glOW toa picture which would, otherwise, have a fairly cool, 
bluish quality, as well as adding some light to the more shaded 

background. 


Rule of Thumb 

You can exercise a considerable degree of control 
o ver the quality of window light by the use of 
reflectors to fíll in shadows and by using diffusing 
materials, such as white net curtains or tracing 
paper, over the window itself. Its direction can be 
controlled by the way you place your model in 
relation to the window and this can be made 
easier if you have a readily movable background, 
such as a painted board, a roü of paper suspended 
from a light stand or a custom-made collapsible 
fabric background such as Lastolite. 


This portrait of Michael Busselle's mother 
with her favourite tal was token by placing 
her inside a boy window on a cloudy doy. 
Busselle liked the effect creoted by the soft 
light being directed from both sides of her and 
the burnt-out window behind creating 
a white background. 



Technical Detalla 





Techalcal PatAtla 
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Using Window Light 


Seeing 


This Moroccan man had ¡nvited Michael Busselle ¡nto his 
home and his mud-walled room was flooded with 
Sun lig ht ^ rom fwo sma ll Windows and a partially 
open roof. It created a beautiful goldsn light 
because of the tinted walls, and Busselle was taken by 
the fact that the man's skin took on a colour which 

aimost matched them - 


Thinking 

He had f)0 fGÍISCtOT an d was reluctant to use 
fill-in flash so he asked the man to stand in a SpOt 
where the light on his face was soft enough to create 
good modelling Without excessive. contrast 
and where there was just enough light 
reflected an adjacentwall to reveal some 
detail in the shad6d siete of his face. 


imb 


Rule of Thumb 


Fill-in flash is a useful alternativo 
to using a reflector when the 

shadows cast by window light are 
too dense and the i inage is too 
contras ty. But be careful not to 
overdo it, it’s best to set the flash 
exposure to give about one stop 
less than the correct exposure to 
retair. the effect of the window 
light and create a natural - lo oking 
quaiity. 


This double portrait was taken 
cióse to a large north facing 
window on a bright sunny doy and 
a small window opposite provided 
enough fill-in to avoid the use of 
a reflector. In normal 
circumstances, when shooting two 
or more people together, Busselle 
would arrange them so their heads 
were at different levels, but he 
rather liked the side-by-side effect 
of this mother and son picture. 


Teehnlca.1 Detalla _ 

f35mm SLR Camera with a 75-150mm zoom lens and Kodak Ektachrome 64. 











Acting 

Busselle used a 

long-focus 

lens to frame the 
¡mage quite tightly, 
from a fairly distant 

viewpoint, 

with just enough 
of the 

background 

visible to echo the 
flesh tones. 


^TRnhnlna.1 

Details 

35mm SLR Camera 
with a 70-200mm 
zoom lens and Kodak 
Ektachrome 200. 
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Using a Flash Gun 

A flash gun ¡s a very useful accessory as it enables you to shoot pktures when there ¡s not enough light lo 
make normal pholography possible. Bul pictures taken by dired flash alone can be very disappointing, 
oflen with black, featureless bockgrounds and little of the atmosphere which the situation possessed. 
However, with a little core, a flash gun can be used to creóte an attraclive lighting quality and produce 
pictures where its use ¡s not so obvious. 


Seeing 

Michael Busselle took this portrait of a down in his 
caravan where the possibilities of both lighting an d 
choice of VÍSWpOÍnt were ver V limited. 


Thinking 

One largish caravan window was covered with a H6t 
CUrtai n ar| d Busselle decided to use this as a 
backg round, as it was virtually the only plain 
area available. 


This impromptu shot wos taken at a children's 
party. The room was dimly-lit from a 
window at one side and by an overbead light 
fitting. These sources alone created an 
unattradive effect, so Busselle opted to use a 
flash gun baunced from the ceiling above his 
head. However, he also set a shutter speed which 
was slow enough to make some use of the 
ambient light and this has helped to create a 
more natural effect. 


This illustration shows how the light from a flash 
gun con be bounced from a white ceiling to creóte 
o more notural effect. 



Technlcal Detalla 

35mm SLR Gomero with a 70-200mm zoom lens 
and Kodak Ektachrome 200. 






Acting 

Astheambient light in 

the caravan was not creating 
an attractive ©ffsct, 
Busselle decided to use a 
flash gun and placed it slightly 
to one side of the camera, 

diffusing itwltha small 

soft box. He set a shutt6f 
speed whlch was slow 
enough to make the wlndow 
bum OUtandforthe 
light from ¡t to create a 

highlight on the sideof 

the clown's face. 


^Technlcal Detalla _ 

35mm SLR Camera with a 
35-70mm zoom lensand Kodak 
High Speed Eklachrome. 
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Studio lighting ¡s infinitely variable and givesthe photographer 
great control over the mood of the imoge, yet it doesn't have to be 
complicated. A flash unit or two, a reflector and a simple bockground are all the studio photographer 
needs to get storted. Used in different combinations, (hese few Ítems of equipment provide a great 
variely of lighting effects and the potential for many different kinds of image. 



Richard Lewisohn created the harsh shadow 
behind the girl by placing a strong light high up 
to the left. He used a second light as a fill-in, 
bouncing it up off a sheet of polystyrene placed 
at an angle on the studio floor. 


Seeing 

Richard Lewisohn was aiming for a simple look with this shot. but 
a glamorous one. He liked the effect created by fashion 
photographers who worked with f j| nf| ÜghtS used straight, 
without any form of diffusion, and decided to try the technique 
for himself. He arranged a session in a film studio that had a 
plain white wall he could use as a background. His model, 
Caroline, wore a simple, dark outfit. 

Thinking 

The photographer placed his main light, a tUngStSn film 
light, high up on a stand to the left of the camera, angled 
downwards. The strong light was undiffused, in order to create 
the hardest shadow possible behind the girl. To fill in some of 
the shadow areas on her body, he placed a 4x8ft sheet of white 
polystyrene on the Studio floor, angled slightly upwards, 
and positioned a second, smaller tungsten film light so that its 
light was bounced up off it. 

Acting 

He asked the model to jump as high as she could as he fired the 
shutter. To f fGBZe ^ ler movement in mid-air, he selected a 
large apertura and the fastest available shutter speed, which on 
his médium format camera was 1 /400seC- K took many 
attempts to get a shot in which the girl's limbs and the shadow 
behind her were at just the right angles to create an effective 
composition. 


Technical Detaiia ». 

Médium formal camera with an 80mm lens and llford 
Delta 400 b&w film rated at ISO 800. 
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Anna Fabres wanted to portray her subject in a relaxed and self-tonfident 
fashion. She used a twin lens reflex camera posilioned about ten feet oway 
from the model and very cióse to the ground, an angle of view that made 
bis feet appear large ¡n relation to the rest of his body. The main source of 
illumínation was availoble daylight flooding through the open studio door. 

Rather thon use flash to supplement ¡t, Tabres used three daylight 
lightbulbs, balanced to replicóte natural daylight. One lit the ceiling while 
the others lit the two side walls. The light reflected back off the white 
surfaces created a bright but soft daylight effect. 

_Technical PetailsA 

TLR médium format camera with Fujichrome Provia 400 

transparency film. 


Seeing 

This was one of a series of publÍCÍty ShOtS ,hat 
Richarcf Lewisohn created for the man in the foreground, 
who was a rap musician. He was looking for a moody 
and slightly mysterious feel to the picture, to match the 
artist's persona. Lewisohn also wanted to inelude the 
man's producer in the picture. The producer plays a 
rather shadowy but vital background role in the recording 
studio, and he wanted to represent this relationship in a 
visual manner. 

Thinking 

He used a large roll of p|0¡ f| grgy p3p6T 10 crea,e a 
dark background. He took readings from the rapper's face 
and his white jerkin, and set his exposure so that those 
areas would be correctly exposed. He set up a single large 
SOftbOX fitted to a studio flash head in front of the pair 
This had enough power to light the men’s faces, but the rest 
of the scene tailed off into darkness. 

Acting 

A relatively large apertura gave a shallow depth of field, 
meaning that there was only a narrow band of 
sharpness ¡ n , * le Trame. Lewisohn focused on the 
rapper's face in the foreground. The producer, standing 
behind him, remained clearly visible but his face was thrown 
out of focus. precisely the effect the photographer 
wanted to achieve. 


Technical Betails >. 

Médium formal camera with an 80mm lens and 
llford Delta 400 b&w film. 







Rule of Thumb 

It can be tricky to get the exposure right for subjects 
wlth dark skin. Automatic meters generally take 
aooount of the overaII soene, meaning that faces tend 
to l fill in’ and lose detail. To overeóme this problem, 
take spot meter readings from the subject’s face and 
set your exposure acoordingly, maybe opening up the 
aperture an extra stop or two. Flash can be used to 
even out the shadows and to highlight features. 


Richard lewisohn set up a single softbox to illumincte the 
men's faces, bul it wasn't strong enough ta iIIuminote the 
dark background. Shallow depth of field mean! that only the 
man in the foreground was in sharp focus. 
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Studio Lighting 


Richard Lewisohn was experimenting with beauly lighting for this studio shot. He lit the girl with two long. thin soltboxes, one placed above 
her face and one below, to creóte a flattering, shadowless illumination. He opened up the lens two stops above the indicated meter reading 
so that the subject's face lost detail while the dark shadow areas remained distinct. He boosted the contras) further by using a yellow filter. 











< Technip.al Details 

Médium (ormat camera with a 150mm 
Tri-X b&w film. 


A softbox to either 
side and a reflector in 
front of the subject 
concentrated light on 
the subject's face and 
hands. The black 
sweater virtually 
disappeared against 
the black background. 


lens and Kodak 


Seeing 

This lady told Ronnie Bennett that she 
didn't usually like photographs of herself 
but, as she had recently survived a near- 
fatal car accident, she'd like to have 
some taken as she was glad to be alive. 

She was onlyfree late Íl1 the 
evening SO this meantthe pictures 
had to be done in the StUCÜO 


Thinking 

The subject arrived wearing a denim shirt 
but, as the session progressed, Bennett 
was struck by her extremely 

expressive hands and tace, 

and decided to concéntrate on these. To 
make them stand out, she lent the subject 
a black polo-neck sweater that 
blended with the plain black 
background. To keep her animated, she 
carried on a lively conversation throughout 
the session. 


Acting 

The lighting consisted of a SOÍtbOX 
positioned to either side of the subject 
and a fSf iGCtOT placed in front of 
her, quite low down. This set-up 

concentrated ¡numination on 

her face and hands to the extent that the 
black sweater virtually disappeared. 
creating a ghostly yet graphic effect. 
Bennett used a modeste 

telephoto lens wWch allowed her 

to crop in quite tightly, creating a 
diagonal composition. 
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Simple bul effective: o retessed teiling light was 
the only illumination for ibis high-contrast shol. 

Gomini Kumara let the subject direct the 
photogropher for this shot, rather than the other 
way oround. The cowboy hat wos the model's 
own ideo. The lighting was provided by a simple 
recessed ceiling light. Kumara stood the girl 
under the light and took a few shots, though 
withoul ony cleor ideo of how the picture was 
going to turn out. When the model looked 
directly up at the light, however, it crealed this 
high-contrast effect, and the photogropher knew 
she had her picture. She took her exposure 
reading with an inciden! light meter and shot 
with the lens wide open, which created a very 
shallow depth of field. 


iTechnical Details _ 

Médium formal camera with an 80mm lens and Kodak Tri-X Pon b&w film rated at ISO 800. 








ATechnical Details _ 

5x4¡n large formal camero with a 150mm leas and Kodak Tmax b&w film. 


Seeing 

Ton Hendriks was COmm¡SSÍOIied b y a 
business magazine to photograph an executive who 
worked for a multinational computar Corporation. 
Assignments like this are usually pretty dull so, 
photographically, he tried lo get as much out ot it 
as he could. Fortunately, the subject was quite 
interested in photography himself and so was 
happy to spend tiITI6 selting up the shot. 

Thinking 

Hendriks put the man’s laptop Computer on top of a 
wastepaper bin placed on the table, which brought 
it up to the required level. He tilted the lens on his 
large format camera forward to its máximum angle 
and focused on the subject’s eyes, so that his face 

was in sharp focus wb '' e tbe rest tbe 

trame was blurred. He also tilted the camera 
slightly on its side to create a dynamic 

angle. 

Acting 

Hendriks placed one flash unit to the left of the 
camera, at an angle of about 45 degrees to the 
subject, and bounced it off an UITlbTelia ío 
light his face. To outline his head, he placed 
another, U ndlff USed unit t0 1he ri 9 ht and 
almost directly behind the subject. As an additional 
effect, he puta third flash unit in the room next 
door and fired it through a strip of glass in the 
partition wall. This created the band of light on the 
left-hand side of the trame. 
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Anua Pobres improvised o borne studio for this shot. She wanted on intímate picture of 
the subject, suggesting a person lost in bis own thoughts. She hung a piece of black 
fobrit on her living room woll to trente the dark background, ond heoped cushions on 
the floor for the model to lean on. The lighting come from on ordinary domestic lamp 
with a 1 OOw lightbulb, placed very cióse to the model's face. She framed tightly with o 
35-7Omm zoom, ond afterwards toned the print a worm sepia colour. 

^Techiiical Details 

35mm SLR tornero with o 35-70mm lens ond llford XP2 chromogenic b&w film. 


Rule of Thumb 

The re are many different types of toner to provide 
finishing touches to black-and-white prints. Sepia, which 
ere ates an antique, oíd fashioned feel is one of the most 
popular, but blue and gold toners are also commonly 
used. They are applied in the darkroom in the form of 
a solutian in which the print is bathed after the image 
has be en developed and fixed. The toner oolours the 
whole print evenly, but shows up most strongly in the 
lighter areas of the image. 


Seeing 

Jorgen Brandt used a model with a 
contemporary look. but wanted to create an 
antique feel to go with the camera he was 

using - a 100-year-old 5x7in 

mahogany camera with its original bf3SS 
lenS wan,ed a picture that would 
work well with sepia toning, and chose a 
elassie single-flash lighting set-up that 
highlíghted ,he model’s features but 
also left areas of deep shadow. 

Thinking 

Using the oíd camera was a painstaking 
process and Brandt needed to make sure 
the model was comfortable while he was 
setting up the shot FOCUSÍng and 

composition were d ° ne under a 

black cloth, with the image appearing on a 

ground glass screen 

image was upside-down and back-to-front 
and he had to compénsate for this while 
arranging his composition. 

Acting 

Brandt made sure the model and the 
flashgun were in the positions he wanted, 
then turned out the light and inserted the 
film into the camera. The camera had no 
shutter, so he fired the flashgun 
manually to make the exposure, then 
removed the film from the camera before 
tuming the light back on. 





Technical Details 
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Studio Lighting 


Seeing 

Michael Busselle considered a number of 
OptÍOnS for photographing this little 
girl with her mother, but the ¡dea of 
making ¡t look more like a f0Sh ¡On 
Shot than a conventional family 
portrait appealed to him most. 


Technloal Detalla_ 

▼ Médium Formal SLR Gomero with a 55-1 lOmm zoom lens 
and Fuji Astia. 



Thinking 

As both mother and daughter were wearing blUG 
chose a blue b8CkQ rOUnd to echo this and to 
maketheskin tOnSS the only contrasting colour. 

Acting 

He placed a large white reflector at about 45 degrees to 
the camera on the left and bOUnCSd two lights off 

¡tsothat¡twas evenly illuminatedand 

flooded the couple with a very soft, even light. He 
placed them cióse to the background so that a soft 
shadow was cast. The white walls of his small 
studio provided enough f ¡| |-¡n to weaken the 
shadows. 



Busselle hos a natural indination 
to use lighting for people with 
well-matured foces which will 
occentuate the texture and lines 
which the years bestow. But in this 
instance, he decided to use the 
sort of very soft, frontal lighting 
which would normolly be used for 
o beouty shot. He used o very 
diffused light source from as cióse 
to the model's face and the 
camero as he could place it with a 
white reflector very cióse to her 
on the opposite side. 

Technloal Details _ 

Médium Formo! SLR Camero with o 
105-21 Omm zoom lens and Kodak 
Ektachrome Professional 100. 

Jflchnlcal Details 

Médium formo) SLR 120mm mocro 
lens and Fuji Astia. 


















For Ihis portroit I used o single diffused light placed almos! directly above 
ihe camera lens, wilh o while reflector eoch side of the liltle girl's face. 
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Studio Lighting 


Seeing 

These ihree faces all have considerable 
Strength and Michael Busselle 
wanted to combine them in a family 
grOUp ' n a wa y which gave them 

equal emphasis. 

Thinking 

For this reason he opted for a tightly- 
framed image and needed to find a 
way of placing them so their heads were 

quite cióse together and ° na 

similar plañe. 

Acting 

They were lit in exactly the same way as the 
pictures on the opposite page but with the 

substitution of a painted can vas 

background which was lit by a 

sepárate flash He askedthe 

lady to take off her black top so the 
image consisted primarily of brown, 
orange and blue. 


Rule of ThunVb 

When photographing two or more people 
together it usualfy helps to create a more 
balanced arrangement if you position them in 
a way which places their heads at different 
levels. Busselle often uses plástic bottle crates 
stacked to create a varié ty of levels; they can 
be cove red with fabric to tone with the 
background if they are visible. 



_Teohnlcal Detallad 

Médium Formal SLR Camera with a 105—210mm zoom lens and Fuji Astia. 

_Technlcal Detalla >. 

Médium Formal SLR Camera with a 105—210mm zaom lens and Fuji Astia. 













The lightíng set-up for these portraits 
is shown here. 


These two photogrophs were taken during the same 
session using the same basic lighting set up. The (lose 
head shot was lit by a single, lightly-diffused flash placed 
at about 30 degrees lo a line between the camera and 
model and Busselle placed a black reflectar cióse to the 
model's face on the opposite side to preven! reflected 
light weakening the shadows. Another light was aimed at 
a roll of white background poper and he draped a piece 
of black fabric around her neck and framed the image 
so that the image was restricted to ¡ust black, 
white and brown. 



The longer shot was 
lit in the same way 
but less tightly 
framed, to 
accommodate the 
model's pose, and 
with the black 
reflector removed to 
allow some reflected 
light to weaken the 
shadows and show 
more detail. 
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Studio Lighting 


Seeing 

Michael Busselle had been shooting some 
nudes of this model who, he thought, had 
a particularly |0V@ly b3Ck and was 
exploring ways of photographing her ¡n a 

waywhichemphasised ¡t. 

Thinking 

He asked her to wear the black leather 
miniskirt and tights to create the sort of 
look you'd expect to see ¡n a conventional 
glamOUr picture shot from the front. 

The red background was 

chosen because he liked the combination 
with the black. 


Busselle took this picture of the late 
John Wells in his role as Dennis 
Thotcher and hecause of his very 
colourful costume he decided to keep 
the image quite simple. He used a white 
background lit by two flashes on each 
side and balanced them so that a slight 
amount of tone remained. The key 
light was provided by a large soft box 
placed olmos) at right ongles to the 
model with a large white reflector very 
cióse on the opposite side. 


Acting 

But he felt the picture needed something mor©, so 
he asked the model to stand very cióse to the 
background and then lit her with a single, 

U nd ¡ff US©d üflht ^ rom i ust below the camera 
lens, and slightly to one side, so that ¡t cast an outline 
shadow from her body onto the background. 


Teohnical Detalla_ 

Y Médium Formal SLR Camera with a 150mm lens and 
Kodak Ektachrome 64. 




Technlcal Detalla_ 

TMédium Forma) SLR Camera with a 150mm lens and Kodak Ektachrome 64. 


Rule of Thumb 

It’s helpful to appre cíate that the softness of a 
light source and the nature of the shadows it 
creates is dependent upon íts size in relatíon 
to the subject, as well as the way in which it 
is diffused. In this way. a one-metre soft box 
placed very cióse to someone’s face will create 



a much softer quality than the same light 
source placed several metres away for a ftifl- 
length shot. 


Busselle placed a large, heavily diffused soft 
box very cióse to this model and almos) at right 
angles to him, with a large white reflectar on 
the opposite side to baunce some light back 
into the shadows. 

Technical Detalla_ 

y Médium Formal SLR Camera with a 150mm lens 
and Kodak Ektachrome 64. 
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Soft lighting doesn't suit every subjed, but is a partkularly attroctive 
option when pbotograpbing femóle subjects or smoll children. There are 
numerous ways to creóte soft lighting effects, either through the choice of lighting equipment or by using 
filters or diffusers over the lens or on the flashgun. Most soft lighting effects are best achieved in the studio, 
where the photographer has cióse control over the lighting set-up. 


Seeing 

Anna Fabres met this girl, whose ñame was Florence, at a 
hairdressing salón in London. From the moment she saw her, 
she ¡magined her |onQ blSCk h0 ¡f filling the frame. and 
she persuaded her to model for some pictures. For the session, 
Florence wore white clothing and white make-up, and applied 
plenty of colour around her eyes. 



Thinking 

To make her hair look as if ¡t was standing on end, as 
though electrified, Fabres got the girl to lie down on 
the StUCl ¡O flOOr an d spread her locks out 
around her. She then set up a StSpladdSr 
and framed the picture from the top of it, looking 
down on the SllbjSCt. She adjusted the 
positions of the individual strands so that theycneatly 
filled the frame. 

Acting 

Fabres thought a picture with a QOld bilí6 
tOn© would be the best way to highlight the hair, 
and so used a tungsten-balanced film in a lighting 
situation that was dominated by n8tUr9l 
daylight main source was 
daylight coming through the open studio door. 
Supplementary lighting carne from three 

daylight-balanced lightbulbs 

one lighting the ceiling and one each of the two 
side walls, to give a soft overall effect. 


^Technical Details _ 

35mm SLR with a 35-70mm lens and Kodak Ektachrome 
320 tungsten-balanced colour transparency film. 

This picture wos something of on experiment for Ruñe Andersson, who was 
trying out a new studio lighting set-up. His model had very blonde hair 
and a very fair complexión and, to make the most of these features, he 
wanted a portrait with soft, pastel colours. He sot the model, dressed all in 
white, on a stool in front of a plain white studio background, and lit her 
with a powerful studio flash unit. However, he diffused the light by 
bouncing it through a very large softbox, measuring six feet by nine feet. 


Tenhnir.al Details ». 

Médium formot camero with a 120mm lens and Fujicolor Reala 
colour negative film. 
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Seeing 

Ronnie Bennett was commissioned to photograph this young girl 
by her mother. The subject was slim and prefty but at an age 
when her teeth were not especially elegant. Therefore the 

photographer decided that a quiet, mOf© SGfÍOUS 

picture with her mouth closed would be the most flattering way 
to portray her. 

Thinking 

Bennett envisaged a olean white background with soít, even 

lighting to em phas ise the giri's del ¡cate 

features arK T unblemished skin. However, the clothes she 
was wearing seemed a bit too bright, so the photographer gave 
her a white cotton polo-neck sweater to change into. This 
softened the overall feel of the image. 

Acting 

The subject was lit by a softbox positioned on her right-hand side 
and a reflector on the left, to fill in the shadows. Bennett also 
directed two f l3Sh Un ¡tS 31 the white background, with 
diff USerS fitted over them to soften their light. This meant 
there was a lot of light bouncing around the studio, but very few 
harsh shadows. She moved in quite dose with a modérate 

telephoto lens to frame the subject tightly. 


Jonno Dekker simply used availoble light from a north facing 
window and a plain background for this portrait. The slanting 
sunlight created cotchlights in the girl's eyes and picked out 
the fine hairs on her arm. The simple white dress contributed 
to the gentle overall feel of the image. 

I Technical Details 

Médium forma) camera with a 150mm lens and Fuji Neopan 

b& w film 


TecImical. De tails 

Médium formal camera with a 150mm lens and Fuji Neopan b&w film. 
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Rossaline Lutock wanted a soft, gentle feel for this studio portrait and so 
selected a plain white background together with a white cushion for the 
little girl to sil on. The lighting was chosen to accentuate the mood. One 
studio flash unit pro vi de d the main illumination while another picked out 
the girl's hair. A third was aimed at the background, reflecting back off it 
to bothc the scene ¡n light. The effect wos completed with a soflening 
filter, which gave a slightly diffused quality to the final image. 

iTechnical Details _ 

Médium format camera with a 150mm lens and Kodak 160 NC Portro 

colour negative film. 


Seeing 

This girl's COITI pl 6XÍ0n was so strikingly clear 
and her hair so strikingly blonde that Gamlni Kumara 
felt the only way to photograph her was with soft, 
even lighting that would emphasise those features. 
She made sure the girl was wearing a light-coloured 
top, and posed her in front of a plain white 
background. The ¡ntention was to create a 
luminOUS effect, almost as if the subject was 
lit from within. 

Thinking 

Kumara used a classic lighting set-up. She placed a 
single flashgun fitted with a softbox to the left of the 
camera This provided Soft ¡lllimination 
on the model's right-hand side, highlighting her long 
blonde hair. A reflector placed to the left of the 
subject threw light back on to that side of her face 
and body and filled in detail in the shadow areas. 

Acting 

The photographer asked the model to arrange her 
hands in this particular way and then just 
Waited as expression on her face changed. 
She fired the shutter when the expression seemed 
right, butonlytook thf66 ShOtS ¡nall. When 
she printed the image, she dodged some of the hair 
areas, giving |eSS expOSUTe t0 the strands 
over the model's right shoulder so that they merged 
partly ¡nto the background. This helped give the 
luminous effect she wanted. 


Rule of Thumb 

There are plenty of soft-focus filters you can buy to 
give images a gentle, romantic feel, but it’s easy enough 
to create your own soft-focus effects. Try attaching a 
sheet of tracing paper, a pieoe af muslin or a black 
stocking over the lens to soften the image. The simplest 
soft-focus technique is to mist up the lens by breathing 
on it, but make sure that everything is in plaoe and 
you are ready to shoot befo re the misting clears. 


Technical Details ^ 

Médium formol camera with an 80mm lens and 
Kodak Tmax film. 
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Strong sunlight is not always best for shooting outdoor 
portraits, as it can create harsh shodaws and forcé subjects to screw up their eyes against 
the glare. For these reasons, doudy, overcasl days are oflen belter for outdoor sessions. 
Hov/ever, with careful positioning of the subject, direct sunlight can be used to enhance 
outdoor portraits and malee the subject sparkle. 



Ruñe Andersson took this portrait as part of an assignment for an 
advertising client. He wanted a picture with a summery feel, so took his 
models to a seaside location on a bright, sunny doy. He got the father and 
daughter to wolk along a poth that led down to the sea, walking 
backwards in front of them with an autofocus SLR. The sunlight was 
Corning from behind them ond to their left, providing strong bocklighting. 
Andersson took spot-meter reodings from the mon's foce ond shirt and set 
his exposure so that detail was retained in those oreas. He left the 
background to burn out, creating a luminous surround for the sub¡ects. 

Teclinical Details 

35mm SLR comerá with an 80mm lens and Kodak TCN 400 f 

chromogenic film. 


Seeing 

Angela Read chose a warm spring day for this father- 
and-son portrait. She wanted to shoot the pair in an 

outdoor location where the |andsca P e 

would provide a natural background. She decided on 
a local botanical garden as the venue and suggested 
they take a walk. This allowed her to scout for 

suitable backgrounds but at the 

same time helped to put the boy and his father in a 
relaxed trame of mind. Corning across this bed of 
reeds backl ¡t by sun, Read realised she had 
the perfect setting. 

Thinking 

She asked the pair to pose in the spot where the light 
was best, crouched down in the reeds. The 
backlighting created a VV3rm halO arounc ^ 
their heads but left their faces slightly in shadow, 
which meant they weren't forced to screw up their 
eyes against the sun. Many people's eyes are 
sensitive to direct daylight with the result 
that they end up squinting painfully into the camera. 


Technical Details ^ 

35mm SLR camero with a 90mm lens and Fujicolor 400 colour 
negative film. 




Acting 

Read crouched down herself to shoot from a |0W angl©. and included some of the fol¡0Q6 in the 
foreground to create a trame that extended all the way around the subjects. She chose a fast shutter speed, 
which allowed her to set a relatively iQfgS apSítUTS This meant the area of focus was shallow 
Sometimes ¡n lighting situations like this a reflector is needed to fill ¡n shadows on people's faces, but here the 
photographer was able to do without. 
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Shooting ¡n Sunlight 


Seeing 

This Spanish farmer was unsaddling his mulé as Michael Busselle drove past 
his home, and he was struck by the bold ShSp6S createci by the pair 
of them when seen against the brightly-lit whÍt6W8Sh6d W3Ü. 11 
was so perfect ¡t almost looked like a studio set-up. 


Thinking 

lt was aftemoon and the sunlight, although 
harsh and strong, had mellowed slightly, 
and it was angled almost difSCtly at them, 
creating only SITiall ShadOWS which 
had been weakened by the very reflectlve 
surroundings. 


Acting 

Busselle chose a VÍ6V\/pOÍnt which placed 
the man's head b6tW6Gn the strings of 
brightly-coloured red peppers and the 
WifldOW g ril I, anc * he framed the shot to 
¡nclude the latter together wlth the mule's tail. 



Rule of Thumb 

It’s best to avoid direct sunlight for head 
and shoulder shots, especially for light- 
skinned people. As a general rule on a 
sunny day it is preferable to place your 
subject in an area of open shade, such ais 
beside a wall or under a tree, or to shoot 
your pictures with the light coming from 
behind them. 


_Technlcal.natalla..». 

35mm SLR Comero with an 35-70mm zoom 


Busselle shot towards the light for this 
portrait of a young Arab boy, spotted in a 
markel in Israel, in order to avoid the harsh 
effect of direct sunlight. This also had the 
effect of creating a distinct separation 
between the subject ond his bockground. 


_ Technlcal Detalla » 

35mm SLR Camero with on 75-150mm zoom lens, 
an 81A warm-up filter and Kodak Ektachrome 64. 





This shot was taken ¡n the square of Jemma el 
Fna ¡n Marrnkech very late one afternoon, 
when the sun was at a low angle and ¡ts 
harshness had softened. Busselle chose a 
viewpoint from where the shadows casi by the 
sunlight were relatlvely small and unobtrusive. 
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Shooting ¡n Sunlight 



Seeing 

Getting covered ¡n S0nd was TOt intentional. and 
something normally to be avoided on a beach, but 
Michael Busselle liked the very t3Ct¡ I© Quality it 
created on the model's body as ¡t seemed to 

accentuate theeffectofhershiny, 
tanned skin. 

Thinking 

He first looked at the possibility of shooting ¡ HtO 
the light to create a SOfter, more 
flattering effect, but this greatly diminished the 

striking textil ral quality created by direct 

sunlight and he decided he liked the haTShef 
quality ot this better. 

Acting 

He asked his model to pOSÍt¡On herself so that 
the sunlight glanced at an angle across her body to 
accentuate the tGXtUTS oí the sand, but in such 
a way that the mínimum amount of black 
shadow was created. 


Busselle met this young lady whilst walking 
across the sand dunes at the Pushkar (ame! 
fair in Rajasthan, and asked if he could take 
this impromptu portrait. He opted for a shot 
taken in direct sunlight, as he felt that her 
bright smile and darle skin would be enhanced 
by the quite harsh lighting which, at the time 
he took this picture in late afternoon, had 
partly mellowed, and was further softened by 
the reflective surroundings. 



35mm SLR (amera with an 75-300mm zoom 
lens and Fuji Provia. 






Technlcal Detalla 
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Controlling Contrast 

Extessive contrast ¡s one of the most likely 
problems you'll (ace when shooling ¡n 

doylight, especially on sunny days and when shooting head-and-shoulder portraits. Too much 
contras! results ¡n images with little or no detail in both híghiights and shodows. With portraits, it 
can also creóte undoe emphasis on skin texture and serve to 
exaggerate blemishes, producing dístinctly unflattering results. 


Seeing 

This portrait was taken ¡n very StfO lig 
sunlight ar| d Michael Busselle needed to find a 
way of reducing the contrast and create a more 

pleasing quality 

Thinking 

He asked his model to sit with her bSCk tO th© 
sun. which has created the h ¡ Q h I ¡ Q htS on her 
hair and shoulders. But the main part of the image 
was now in quite d66p ShadOW and the 
exposure required to produce a good sk¡ 11 t0ll6 
would have resulted in the highlights being 
completely bleachedout. 

Acting 

To overcomethis problem Busselle placed a large sheet 

ofwhite polystyrene as cbse as possibie 

to the model, and angled it so that it reflected the 
sunlight back into the shadOWS and reduced the 

¡ntages brightness range. 


Rule of Thumb 

The choice of viewpoint, the mfldel’s pose and 
the way in which the image is framed can all 
affect the overall contrast of the image. When 
the subject is lit strongly you can limit the 
contrast of the image by using these factors to 
ensure that you either inelude only a small 
are a of highlight or a small area of shadow in 
your frame, and you’ll then have to calcúlate 
your exposure accordingly. 



ATechnlcal Detalla_ 

35mm SLR Comerá with an 75-300mm zoom 
leus, an 81A warm-up filter and Fuji Provia. 





Afternoon sun wos lighting 
this young Sr¡ Lankan 
boy's face from almos! a 
right angle and although ¡t 
was fairly sofl, the shadow 
¡I cas! was too dense. To 
ge! the picture Busselle 
wonted, he asked the boy 
to sil on the ground, and 
the light reflected up from 
the bleached grass wos 
just enough to weaken 
the shadow to an 
acceptable level. 
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Seeing 

To photograph this vineyard worker sorting the grapes 
and to show what he was doing cl©8lÍy' Michael 
Busselle needed to shoot from this V¡6WpO¡nt 
so that the grapes could fill the f 0T6QrOUnd 
and he could see the aCtiOCl. 



Ruie of Thumb 

Much can be done to reduce contrast 
by placing your model cióse to a 
naturally reflective surface, such as 
a white wall or table top. Do ensure, 
however, that such surfaces are 
fairly neutral in shade to elimínate 
the risk of colour, as well as light, 
being reflected into your picture. 

Thinking 

From this position, however, the strong, early-morning 
sunlight was very hafSh' anc * created an 
image with extremely high COfltraSt- 
ensuring that the scene was j mpOSS¡ble ,0 
photograph conventionally. 



This strongly-lit and brightly-coloured scene, taken atthe Pushkar 
Camel fair in Rojasthan, would have become harsh and discordant 
had Busselle shot with the sun behind him. Shooting into the light 
greatly reduced the contrast bul he needed to compénsate the 
exposure, giving the picture one-anda-holf stops more than the 
meter indicated to avoid his results being unacceptably dark. 

^Technioal Detalla _ 

35mm SLR Camera with an 75-300mm zoom 
lens, an 81A warm-up filter and Fuji Provia. 


Lit from almos! right angles, this man's face would have 
recorded as a very contrasty image in normal circumstances. But 
the soft light thrown by the slightly hazy afternoon sun, the 
reflective surroundings of the sand and his white robes, together 
with his dark skin, have produced an image with a pleasing 
quality. 

^Technlcal Detalls_ 

35mm SLR Camera with an 75-300mm 
zoom lens and Fuji Provia. 












Acting 

For this reason he decided lo 

f¡||-¡n flash, 

provided by a small portable 
flash gun mounted on the 
camera. He used the auto- 
exposure flash system, but 
set the flash one th ¡rd 

of a Stop downfrom 

its full setting to ensure that 
¡t lightened the scene 
wlthout becoming 
detectable. By fitting a 

wide-angle lensand 

taklng up a cióse viewpoint 
he was able to accentuate 

perspective 

whlle ensuring that the flash 
was cióse enough to hls 
subject to be effective. 


Technlcal Detalla 

35mm SLR Camera with a 
17-35mm zoom lens and 
Kodak Ektochrome 100 SW. 
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Shooting on Cloudy Days 

ln many ways, a cloudy or overeas) day ¡s more suitable for photographing 
people. The light ¡s sofler and more flattering (or head-and-shoulder 
portroits, and ¡ts quality helps subjeets from becoming fussy and confusing, particularly the more distan) 
and detailed ones. It's especially useful light lo use when you're photographing subjeets which have bold 
eolours, or strong visual elements like pattern and texture, the effeets of which can easily be diminished by 
the bright highlights and dense shadows which sunlight creates. 


Seeing 

Michael Busselle saw Chis oíd building in the French town of 


Thinking 

He thought this scene might still work: despite the fact that it 


Arbois on a very dull, 0V6fC3St ctey. when many 
possible subjeets he had considered had simply been lit in too 
fíat a way to produce a good quality ¡mage. 


was very SOftly-| it anc * > her e were no StrOflCj 
COlOUrS there was, however, a strong elementof both 

texture’and pattern and the very dark 

tones inside the Windows gave the ¡mpression of more 



The soft light of an overeas! day is ideal for subjeets sueh 
as this one, seen at the Flea Market in Poris, as the 
inherent contras) and bright eolours in the scene ensure a 
bright, punchy imoge while the absence of direct sunlight 
enables distracting highlights and shadows to be avoided. 

iTechnlc&l Detalla_ 

35mm SLR Camera with an 75-300mm zoom 
lens, an 81A warm-up filter and Fuji Provia. 


contrast. 

Acting 

He used a long-fOCUS ' ens to bolate a small area of the scene and 
framed theshotsotherewasafeelingof SyiTimetry wlthin the 
image, while the viewpoint also allowed hlm to place the lady cióse to the 

intersection of thirds. 


Although shot on o cloudy day wifh very soft lighting, this scene, taken 
in a narrow Street in Colmar, contains enough contrast for the ¡mage to 
be pleasing, partly because of the subject's inherent tones and partly 
because the overhead lighting hascreated some well-defined shadows. 


Technioal Detalle_ 

f 35mm SLR Camera with an 35-70mm zoom lens, an 81A warm-up filter and 
Kodak Ektachrome 64. 
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Dramatic lighting con be used lo creóte distinctly difieren! moods. 

Effects can be created artificially in the studio or, alternotively, the 
photographer can malee use of natural lighting condítions outdoors. Slrong directional 
sunlight falling through doors and Windows, as well as the harsh slanting light of autumn 
and winter, provide the photographer with raw material for portraits that tell a story. 



Ilechnical Details 

35mm SLR camera with a 300mm lens and llford 
HP5+ b&w film. 


Seeing 

lt was autumn, tradilionally a melancholy t ' rne Y ear . and Kobi Israel 
thought thls oíd lady sitting outslde an apartment building ¡n Rome looked 
rather sad and lonely. He wanted to ¡solate her from the bustle of the Street 
and concéntrate attention on her pensive expresslon. The double doors and 
the wall behind her provided a suitably neutral background. He used black- 

and-wh¡te f¡im for this documentary-style 

Thinking 

In autumn and winter the sun ¡s |0W ifl th© Sky an d ' ts light ¡ s 
directional, creating longshadows. The strong, slanting light picked out the 
oíd lady's wh ¡t© hS ¡ f anc l walking stick and threw a shadow on to the 
wall behind her. Such light does not last long, however, before the sun dips 
behind buildings or douds, so Israel knew he had to work quickly. 

Acting 

Not wanting to be intrusive, the photographer stayed at a distance and 

framedthepicturewitha 300mm telephOtO lenS-™ 8 

allowed him to crop in cióse on the oíd lady, but he also included the littered 
pavement to emphasise the mood of melancholy. He completed the effect 
in the darkroom by toning the black-and-white printa light sepia. 


Rule of Thumb 

The season and the time of day strongly affect the nature 
of the available light you ha ve at your disposal. Ge ñera üy 
speaking, in the earty moming and late evening, sunlight is 
warm and strongly directional. At mid-day the sun is 
overhead, creating a harsh, shadowless glare that is not 
very suitable for photographing people. In autumn and 
winter, the sun is low in the sky and can give rise to so me 
Ínteresting directional lighting effects. 







The woman was a pianist, and Staffan Jofjell wanted to create a mood oí drama thot emphasised her mastery of the ¡nstrument. The local ion was a 
concert room with a skylight in the ceiling, and he pushed the grand piano under the skyfight, where the sunlight picked out ¡ts surfaces. With the piano 
as a batkground, the performer stood with the strong light falling directlv across her face, creating dramatic shadows around her hair and chin. Her eyes 
were also partly obscured by shadows from her eyelids and lashes. The photographer carne as clase as he could with a standard 50mm lens, filling the 
frome with her face. 

4 Technical Details_ 

35mm SLR camera with a 50mm lens and Kodak Tri-X b&w film rated ot ISO 200. 
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Lighting for Mood 

ln most cases, lighting for subjects like portraits and nudes is 
deslgned prlmarily to show a model's features to the best advantage or to reveal character and emphasise 
qualitles like form and lexture. Bul there ¡s also the posslbillty of using lighting with the prime intention of 
creating an unusual effect, or to establish a particular mood, and where the effect on the model is a 
secondary consideration. 


Seeing 

Michael Busselle wanted to photograph this model in a 
way which created an element of mOOd anc * started 
by using a SOÍt, diffllS6d light from one side 
with the intention of using a soft focus attachment over 
the lens to create a rather rOfTI8nt¡C atmosphere 

Thinking 

He had a large piece of glQSS ¡ n t ^ e studio, bought for 
a still life, and thought he might be able to use this as a 
sort of texture screen -Hefoundthatby 
spraying this with a plant mister he was almost 
able to achieve the effect he wanted. 



Acting 

But he felt that SOmGthinQ m0f6 was needed and 
this was done by bouncing a t)|Ue*fiItered light 
from a large white T©f ISCtOT placed to one side of the 
glass angled so that it created a degree of f |0f6 He then 
placed a pinkish Mer over th® üght which illuminated 
the modei. 


Rule of Thurrib 


The photographic process has the ability to record 
detall with great clarity and to convey a great deal of 
visual information in an image. One way of creating 


moody images is to use techniques which limit this 
quality. Lighting which creates large shadowy areas, 
for example, or the use of soft focus to impair the 
picture’s clarity, are both devices which can heighten 
the feeling of mood in a picture. 



A large soft box suspended from o boom arm 
directly above the model has created quite a 
shodowy, atmospheric effect in this picture. 

Tftohnlna.1 T)«t-.a.1lB > 
Médium Formal SLR Camera with o 
180mm lens and Kodak Ektachrome 64. 














Technlcal Detalla _ 

Y Médium Formal SLR (omera with a 150mm lens and 
Kodak Ektachrome 64. 


For this portrait, Busselle used pieces of 
coloured acétate over the light sources to 
creóte localised colour casts. The flashes 
were undiffused and fitted with honeycombs 
to concéntrate the light into a small orea; 
one with a red filter, placed behind the model 
to the right of the camera to creóte a rim lit 
effect, and the other, fitted with a blue filter, 
just behind the model on the opposite side. 
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Lighting for Mood 


Seeing 

Michael Busselle wanted to avoid the more 

conventional approach to portrait lighting for 

this picture and, whiie experimenting, 

decided it looked effective when only pgpf hls 
subject's face was shown clearly. 

Acting 

To complete the effect, he then asked his model to 
wear a hat^a dark, polo-necked jumper so 
the skin tones were the only positive 
COlOlir ar| d lit a white paper background to give 

a semi-silhouetted feel to the image. 


Rule of Thumb 

Remember that ítems iike props, clothes 
and backgrounds will all influence the 
mood of a picture and so too will the use of 
colour. It’s a good idea to think about what 
you want to achieve and to assemble the 
ítems needed before the session begíns. 

You can get some good ideas from studying 
the fashion and style magazines. 

For this mole nude, o large white 
reflector was placed almos) at 
right angles to the model and a 
single flash was bounced from it to 
provide a very soft, diffused light. 
Busselle also placed a black- 
painted reflector on the opposite 
side to ensure the shadows 
remained black. 

_ Technlca.1 Detalla ^ 

Médium Formo! SLR Camero 
with a 150mm lens and Kodak 
Ektachrome 64. 


Thinking 

He placed a soft box clOSe t0 ^' s iace anc * 

at right angles toit s ° thaton| y 

One half was ><t bot hed strong 
modelling. He then placed a black 
reflector ver y Cióse on the other side to 
ensure the shadOWed s ' c * e his face 
was quite black. 





The effect for this nude 
was creoted by osking 
the model to kneel 
ocrass two stools which 
were placed on a grey 
paper background. The 
lighting quality was 
achieved by aiming a 
single flash at the floor 
a metre or so below her 
so that it was bounced 
back under her body. 

T echnical Detalla 
Medium Forma) SLR Camera 
witb a 150mm lens and 
Kodak Ektachrome 64. 









There's a wide range of film formáis and camera 
equipment on the market, but which should the portroit 
photographer choose? Having the right tools for the job mokes an enormous 
difference to the end result, and it's important to understand the capabilities and 
limitations of different Ítems and how they can be used to ¡nfluence the look of the 
image. The photographer needs equipment that will serve his immediate needs but 

con be added to and expanded as his skill and 
experience grow. 
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Any camero can be used lo loke porlroit pictures. However, there ore 
several distínct types of camera, eoch with difierenI characteristics and 
capabilities. There is no single 'corred' camera lo choose. You mus) decide which system best 
suils your needs, bearing in mind thatyou will probably wanl lo expand ¡I as your experlise 
develops. In the end a lot comes down la personal tosté. 


Types of Camera 

The most popular film format is 35mm, which is widely used by 
both amateurs and professionals. 35mm gives a negative 
size of approximately 24mm x 36mm and encompasses both 
compact cameras and single lens reflex cameras, or SLRs. 
Compacts are ideal for taking snapshots and many come with 
built-in ZOOm lenses, but SLRs offer better image 
quality and far greater flexibility. There is a wide range of 

interchangeable lenses avaüabiefor slr s , 

which gives extensive control over the type of image that is 
recorded. There are also many other types of 0CC6SSOry 
for 35mm, such as flashguns and filters, and a wide variety of 
film types. 

APS (Advanced Photo Systeml is a relatively new format, 
similar to 35mm but with a slightly SmallOT neQ0t¡Ve 
size. It is designed largely for snapshot photography. APS 
allows a choice of P¡CtUre foriTISt while shooting, 
including panoramas, and processed films are returned with a 
handy ¡fldeX pri nt that shows all the images on the film 
in miniature, making it easy to select reprints. 


Médium format or 120 roll film, is a step up from 
35mm. Médium format cameras also have interchangeable 
lenses and a wide variety of accessories, but the images they 
produce are significantly largerthan those of 35mm. Typical 
sizes are 6x4.5cm, 6x6cm, 6x7cm and 6x9cm. Many models 
have interchangeable film backs, which means the 
photographercan SWitCh film mid-roll. 

Large formal, or vieW CaiTlOLaS' use a s ¡ n 9 le sheet of 
film for each image. This is typically 5x4in or 8x10in in size, 
although there are other formats, including panoramic ones. 
Such cameras give superb image quality and have a number of 
Controls that can be adjusted for fine-tuning. However, they are 
bulky, slow and quite tricky to opérate. 

Digital photography ¡s fast gainlng ground, although 
untll recently ¡ssues such as cost and image quality have held it 
back. Images taken on a digital camera can be downloaded to a 
Computer and manipulatGd ,0 produce a wide range of 
weird and wonderful effects. Needless to say, you need to own 
a home COmpUtOT anc ( the related peripherals before you 
consider the digital option. 



Tritio Timmermans met this little girl and her motber in La Paz, 
México and asked permission to take some photographs. The toddler 
was amused by the sandals Timmermans was wearing and when she 
carne to look doser, the photographer saw her chance. She quickly 
framed the shot using a 28-200mm zoom lens and, when the girl 
looked up, focused on her eyes and squeezed the shutter release. The 
zoom was set at around 50mm, which in 35mm photography is the 
focal length of a standard lens. 


^Technical Details _ 

35mm outofocus SLR with a 28-200mm zoom iens and 
Fujichrome Velvio film. 





Paul Sanders used a 6x6cm médium formal camera lo capture this shot of baby Michaela. The picture was taken hond held using 
available window light, with a piece of white card placed on the right lo act as a reflector, filling in the shadows. The large 
aperture gave a very shallow depth of field, which helped concéntrate attention on the little girl's sparkling eyes. Sanders 
emphasised the square formal by printing part of the black film surround to provide a readymade frame for the image. 

iTechnical Details _ 

Médium formal camera with an 80mm lens and Kodak Tmax b&w film rated at ISO 200. 
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Choosing a Camera 


Pros &> Cons 

For the portrait photographer, the main choice lies between 35mm 
and médium format. APS cameras can be useful for candid 
snapshots but because of their smaller negative size the quality 
of the image is reduced. This is especially noticeable when you 
make gnlarQSmSntS Besides, most APS Systems are 
designed only to use colour negative film, and the choice of 
accessories is limited. 

The wide choice of lenses and accessories for 35mm SLRs makes 
them extremely versatile. Cameras are light and portable, and are 
suitable for use both in the studio and outdoors. Many have fully 
automatic exposure Systems and autofocus, which 
makes picture-taking quick and easy. With SLRs, the image you 
see through the viewfinder is the one that will be recorded on 
film, so you can assess ¡m ITISCl Í3tSly what effect 
different lenses and accessories will have. 

The slight drawback of 35mm is the size of the image. 

Transparencies neec i to be projected or viewed 


through a magnifier to be properly assessed, and when big 
enlargements are made from 35mm negatives the grain of the 
film becomes more noticeable. 

Médium format cameras are almost as versatile as their 35mm 
counterparts, although the range of lenses and accessories for 
them is more limited. Virtually all médium format lenses have to 
be focused manually - only one or two camera models come 
with autofocus. Cameras and accessories tend to be more 
expensive. and film and developing costs are higher. Not 
all médium format canteras have through-the-lens viewing, which 
makes focusing and composition more difficult. Their greater size 
and weight mean that usually they need to be firmly secured on 
a tripod to avoid camera shake. 

Their big advantage, however, is the better image quality given by 
the largerfilm size. Transparencies contain far more (jgtail 
and negatives don't have to be enlarged to the same extern as in 
35mm. This means grain is less of a problem, especially if you 
are enlarging from just a section of the negative. 


Rule of Thumb 

You can make your own simple 
pinhole camera from a cardboard 
box or tube. Punch a small hole in 
one side of the box or, with a tube, 
fit a pieoe of kitchen foü over the 
end and punch a hole in that. A 
pieoe of tracing paper at the back 
of the container makes a good 
focusing seré en. As light travels in 
straight lines, the top part of the 
image will appear at the bottom of 
the focusing screen and the bottom 
part at the top, giving you an 
upside-down image. 


Techaical Details». 

(ustom-mode 5x4in pinhole comerá and 
Kodak Tri-X film at ISO 800. 
Sepia-toned print. 



Jorgen Brandt created this 
unusual portrait with a pinhole 
camera, a simple device that has 
a pedigree stretching back to the 
earliest days of photography. 
Brandt's wooden camera was 
specially made but consisted of 
little more than a box with a 
small hole in the front, through 
which the exposure was made. 
There was no lens and therefore 
no need to focus, but this also 
meant the photographer couldn't 
see through the camera and had 
to arronge his composition 
'blind'. He used open flash, 
firing a single studio flash unit 
in the dorkened room. 






Richard Bailey 
píctured this war 
veteran os part of a 
project to photograph 
the people of 
Paraguay. He used a 
médium formal 
camera which gave a 
nearly square image. 
The man was living in 
a government home 
for oíd soldiers. Hone 
of the veterans spoke 
English, bul Bailey 
suggesled poses for 
them lo try and gave 
each a Polaroid prinl 
of himself. He look 
this portrait under a 
tree outside the home 
using natural daylight. 
He prinled the 
negative through a 
soft focus filter on to 
a fibrc based printing 
poper, and then 
sepia toned it. 


¡Technical 

Details 

Médium formal 
camero with a 90mm 
lens and llford FP4 
b&w film. Sepia¬ 
toned print. 
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Choosing Lenses 

Interchangeable lenses are available for all the major 
camera systems. Lenses are dassified according to their focal 
length. Different focal lengths have dlfferent angles of view and therefore affect the 
appearance of the ¡mage. Zoom lenses conveniently combine a number of different focal 
lengths in a single package. 


Types of Lenses 

A standard lens is one which gives an angle of view ot around 45 
degrees, which approxi mates to the field of visión of the normal 
human eye. The f0C3l ISfigth of lenses is calculated in 
relation to the size of the film format, so lenses for 35mm and 
médium format systems have different focal lengths. In 35mm 
the focal length of a standard lens is 50mm, while in médium 
format it is around 80mm. 

Telephoto lenses have a longer focal length and a narrower angle 
of view than standard lenses. They make distant objects appear 
closer, and have a slight f lattening effect on perspective, 
making objects on different planes appear nearer together. A 
short t©l©phOtO is considerad a good choice for portrait 
pictures - with 35mm cameras, an 85mm lens is commonly 
used and with médium format systems one of around 120mm. 
Other popular telephotos for 35mm cameras are 135mm, 
200mm and 300mm. 

Wide angle lenses have a shorter focal length and a wider angle 
of view. In 35mm systems, focal lengths of 35mm and 28mm 
are quite common, but there are also extreme W¡dS 
angles that créate a distorted, fisheye perspective. Wide 
angles can be used to inelude a subject's surroundings in the 
trame but, used cióse up, distort features in an unflattering way. 

Zoom lenses combine a number of different focal lengths in a 
single lens barrel, which gives a large degree of flexibil ity. They 
are mostly made for 35mm systems, and 35-70mm, 28-85mm, 
28-200mm and 70mm-210mm ZOOITIS are P°P u l ar types. 
They allow the photographer to try out different framing options 
without having to carry around a bag full of sepárate lenses. 

Macro Isnsss are designed to focus at dose distances to 
produce an almost life-size image of the subject. They are most 
commonly used in flower and insect photography, but can also 
be used for close-up portraits. 


Pros &? Cons 

Telephotos often have small máximum apertures which can 
restrict their use in low light situations. The longer ones are also 
quite heavy and ükely t0 cause camera shake, which is 
exaggerated because of the greater magnification. This means 
they have to be used with a solid tripod. 

Wide angles have larger máximum apertures and so can be used 
in lower lighting conditions. Because of their 
distorting effect, they are seldom used for dose-ups unless the 
photographer is deliberately aiming for a humorous result. 

Zooms also have r©StrÍCt©Cl máximum apertures and, in 
most cases, the image quality they give is slightly lower than 
that of fixed focal length (or prime) lenses. However, their 
greater flexibility usual ly compensates for these disadvantages. 



Wide angle lenses give a broad field of view and at the extreme end 
of the range begin to distort the image, making objects (lose to the 
camera appear very large and bending straight lines. They don't 
usually flatter the human face, but Terry Way used a 17mm wide 
angle to amusing effect for this picture of bis young son. The warm 
lighting was provided by late afternoon sunlight. 



35mm SLR camera with a I 7mm lens and Kodak 
Ektachrome E100VS transpareney film. 





To shoot this young 
acting student, Ronnie 
Bennett used a médium 
formal tornero with o 
fixed 150mm telephoto 
lens. Bennett lit the 
picture with a softbox 
attached to a boom, 
which she angled so thot 
the lighting come from 
the front ond slightly 
obove. This helped to 
emphasise the structure 
of the young man's 
cheekbones ond his fine 
facial features. 


^Technical 

Details 

Médium formo) tornero 
with o 150mm lens 
and Fuji Neopan 400 
b&w film. 
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There are a huge number of accessories available, 
ranging from extensión tubes to gadget bags. Some are 
importan! tools for portrait photographers, others are less vital. One of the first 
accessories to consider is a good salid tripod, while a smal! selection of filters can 
olso prove indispensable. 


A tripod ' s ¡nvaluable in portrait photography. It holds the 
camera steady. which is ¡mportant as heavy médium format gear 
and long 35mm tenses are prone to camera shake. In low 
lighting conditions it allows you to select slower shutter speeds 
and wider apertures than you could shooting hand-held. It is also 
a good aid to composition, encouraging you to be more 
delibérate about framing the picture. And once you've taken your 
eye away from the camera viewfinder, you're freer to 
engag6 w ¡th subject and more likely to capture natural 
expressions. 

There are many different types of tripod. Most have adjustable 
legs and heads that can be tilted through 90 degrees, for taking 
vertical-format portraits. To avoid jogging the camera and tripod 
during exposure. it's best to use a cable release. This simple 
device screws into the shutter release button and trips the 
Shutter When you press a plunger. 

Certain filters are extremely useful. PoIsnSSTS’ th°ugh 
normally used for landscape photography, are effective if your 
image contains areas of sea or sky in the background. They 
subdue reflections from the sun and increase colour saturation, 
especially that of blues. Neutral graduated filters can be used to 
darken background sky areas and enrich tones and colours. 


The image was framed 
with the camera firmly 
secured on a tripod. 
Lighting carne from a 
large, north-facing 
window on the lefthand 
side of the frame. 



When shooting in shsdOW the light sometimes has a blue 
cast. which makes skin tones look unappealing. An 81Aor 81B 

warm-up filter will solve this problem. On the other 

hand, late afternoon sunlight sometimes makes skin tones 
appear too red. This can be corrected by using an 82A or 82B 
blue-tinted filter. 

In black-and-white photography, red and orange filters help 
disguise skin blemishes while a yellow filter ¡ncreases 
contrast. Blue filters emphasise skin texture and so are useful 
for character portraits, although not necessarily for beauty 
photography. 

Extensión tubes and t6l6C0nV6rt6rS increase the focal 
length of lenses and are used for dose-ups. They fit between 
the camera and the lens. A 1.5x converter, for instance, gives a 
lOOmm lens a range of 150mm and a 2x converter makes it 
200mm. The drawbacks are that you lose a certain amount of 
sharpness while the máximum aperture is reduced by a stop or 
two. A bellows attachment does a similar job, helping to focus 
the image in extreme dose-ups. 

Most médium format cameras have ¡nterchangeable film backs. 
These allow the photographer to switch films mid-roll - from 
colour to black-and-white, for instance. They are also widely 
used for t6St 6XpOSUT6S using instant film, which 
allow the photographer to make any adjustments needed 
before shooting the picture for real. 








Janno Dekker posed 
the oíd lady, her 
former ballet teacher, 
in front of a portrait 
of her younger self. 
Although Dekker's 
camera is a 
lightweight 35mm 
SLR, she invariably 
uses a tripod with ¡t. 
Apart from helpíng 
her to frame the 
¡mage accurately, ¡t 
gives her a better 
chance to build up a 
rapport with the 
subject. With the 
camera safely 
secured, she is free 
to talk to the person 
until they relax. Then 
she fires the shutter 
using a cable release. 


Tftchnir.al 

Details 

35mm SLR camera 
with a lOOmm 
lens and tripod, 
and Kodak Tri-X 
b&w film. 
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Ughting Equipment 

Lighting equipment varíes in complexity from simple refledors lo 
sophisticated studio lighting sel-ups which give the photographer total 
control over the finished imoge. Lighting (toes not hove lo be complex to improve the final result. Even a 
lidie fill-in light from a camero-mounted flashgun can add sparkle and lift an otherwise ordinary imoge. 



As well os providing extra illuminotion, a burst of flash can be used to 
freeie motion. Terry Woy used o camera-mounted floshgun to copture 
his young son's gleeful expression as he span liirn oround in the air. 
As the photographer had his hands full, he couldn't hold the comerá 
or even frome the imoge occurotely. So he used on extreme wide 
angle lens and taped the camera to his body to stop ¡t bouncing 
oround, then fired the shutter using the self-timer. The twilight sky 
gave the shot a rich background colour. 


Some 35mm cameras have a small flashgun built ¡n. This ¡s 
useful in an emergency or as a fill light on a bright day, but 
offers llttle in the way of creativity. An aCCSSSOTy 
flashgun. nnounted in the camera's hotshoe, offers more 
power and versatllity. However, avoid aimlng flash directly at 
the subject’s face. The lens will plck up light reflected off the 
blood vessels in their eyes, creating the dreaded r0Cl~6yS 
effect. Instead, angle the head of the flashgun so that its light is 
bounced off a wall or ceiling, or fit it with a diffuser (a piece of 
tracing paper will do). Flashguns can be mounted off- 
camera anc * connected to it via a flash synch lead. 

For studio portraiture. two or three lighting units and a small 
selection of d¡ff USGfS- reflectora and stands is enough to 
get going. Even with this basic equipment, many different 
lighting effects are possible. 

Lights can be tUngStGIl ha logen ° r photoflood lamps, 
or you can invest a little more in studio flash equipment. 
Reflectors are used to fill in harsh shadows on faces and 
balance out the lighting. You can buy various types of collapsible 
reflector, but it's just as easy to make your own. Large sheets 
of white polystyrene. availablefrom DIY stores, are 
ideal, as are lengths of shiny kitchen foil, white card or even 
sheets of newspaper. 


_ Technical Detailsl 

35mm SLR camera with a 17mm lens and camero-mounted flash, and 
Fujichrome Velvia tronsporency film. 




Richard lewisohn used a special circular (lashgun called a ringflash and combined 
it with a technique known as cross-processing to creóte this striking image. He got 
as cióse as he could to the subject so that the ringlight's characteristic circular 
catchlights appeared ¡n his eyes. lewisohn processed the colour transparency film 
in colour negative Chemicals to produce the surreal colours. The pink background 
was, ¡n reality orange. 


Softboxes are popular with photographers aiming for 
a soft lighting effect. A SOftbOX ¡ s a kind °f 
umbrella with a reflective interior and a translucent 
white screen through which the light is diffused. 
Lengths of gauze or muslin, or sheets of tracing 
paper, can also be used to diffuse and soften light. 

Devices such as snoots, barn doors, scrims and 
honeycomb grids are also used to control studio 
lighting. These are all attachments that fit over the 
front of the lamp and can be adjusted to ITiaSk 
Off some of its light output. 

Backgrounds are important. You can buy ready-made 
ones in the form of large ralis of cartridge paper of 
various colours, either plain or graduated. These are 
mounted on stands and the paper draped on to the 
floor for the model to sit or stand on, creating a 

seamless background You can paint 

your own backgrounds, or use sheets of fabric 
draped behind the model. Muslin, silk and velvet all 
make good backgrounds, depending on the mood 


Mony floshguns have extendable 
heads which can also be tilted. 
This allows light to be bounced 
off ceilings or wolls, avoiding the 
hard shadows and red-eye caused 
by floshguns that are head-on to 
the subject. 


you want to create. 



ATechnical Details_ 

Médium formal camera with an 80mm lens ond ringflash, and Fujichrome Astia 
Pro 100 transparency film cross-processed in (-41 Chemicals. 
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Apertures & Shutter Speeds 


Aperturas and shutter speeds are the basic tools with which the 
photographer Controls exposure. The aperture determines how much light hits the film, while the 
shutter speed determines how long the film ¡s exposed. Besides (hese basic functions, apertures and 
shutter speeds have charocteristics that can be exploited to alter the look of the image. 


The aperture of the lens determines how much light gets 
through to the film. Apertures are indicated by f stop numbers, 
which you will find engraved on the barrel of your lens. The 
sequence of f stops runs f2, f2.8, f4, f5.6, f8, f 11, f 16, f22, f32, 
with f2 being the largest and f32 the smallest. Not all lenses 
are capable of the whole range, but you should go for the 
largest máximum SpGftUrS you can afford. 

Each stop up doubles the amount of light hitting the film, while 
each stop down halves it. An GXpOSU TG at f8, for 
example, is twice as bright as one at f 11, but only half as bright 
as one at f5.6. 

Apertures also control CÍ6pth Of f ¡©Id This ' s the 
distance in front of the subject and behind it that appears ¡n 
sharp focus. The larger the aperture, the smaller the depth of 
field. For example, with an aperture of f22 the whole frame 
may be sh0fp f rom ^ ron t t0 back, while with an aperture of 
f2.8 only a small area around the subject will be ¡n focus. Large 
apertures are used to highlight the subject, maklng it stand out 
sharply against a bllllTGCl background. The effect ¡s more 
pronounced with telephoto lenses. 

Techaical Details». 

35mm SLR camera with a 24mm lens and Fujichrome Velvia film. 


Rule of Thumb 

Different cambinations of aperture and 
shutter speed give different results. The 
exposure valué (EV) given by a setting of 
l/30sec at f22, for example, is the same as 
that given by one of l/2000sec at f2.8. 
However, the first picture may oantain some 
subject movement and will have a wide depth 
of field, with even distant objects appearing 
sharp. In the secand picture, any movement 
will be frozen dead and the depth of field will 
be very shallow, with the subject standing out 
sharply against a blurred background. 



The wider the aperture, the shollower the depth of field. For this shot 
of his young son Connor, Terry Way got right down to ground level 
and focused on the boy's wrinkled feet as he dried off after a 
swimming lesson. The wide angle lens made the feet prominent but 
Way exaggerated the effect by selecting the largest aperture he could. 
This gave an extremely shallow depth of field. 






With slow shulter speeds, movement registers os o blur. When o fasl shutter speed ¡s seletled, movement ¡s frozen and ihe subject oppears 
sharp. Terry Way used o (ast shutter speed to capture his son Colton on a swing. Using a wide angle lens with a large máximum aperture mean) 
that more light was ovoilable when setting the exposure, so he was able to choose o shutter speed fast enough to (reeze the action. 



Shutter speeds determine the length of time for which the 
camera's shutíST remains open Typically, their range runs 
from one second to l/4000sec and some cameras have a 

dial which shows the range of settings Aswith 

aperturas, each change in shutter speed halves or doubles the 
amount of light allowed through to the film. At 1/125sec, for 
instance, exposure is twice as bright as at 1/250sec, but only 
half as bright as at 1/60sec. 

Fast shutter speeds can be used to freeze a subject in motion. 
For example, 1/1 OOOseC ' s usually enough to record 


sharp detail in the limbs of a person running or a child on a 

swing. with slow shutter speeds. on the other 

hand, movement records as a blur. Thls is sometimes used to 
delibérate effect but is usually to be avoided in portraits. As 
long as the subject is relatively St8tiC' a s P eed of 1/60sec or 
upwards should be enough to avoid a blurred image. 

At very slow shutter speeds, below 1/30sec or so, the 
photographer's own movement is likely to be recorded ¡n the 
form of camera shake- This is why in low lighting 
condltlons ¡t's essentlal to use a trlpod. 


ATechnical Details_ 

35mm SLR camera with a 1 5mm lens and Fujíchrome Velvia tronsporency film. 
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Once aperturas and shuller speeds are understood, the 
pholographer can starl dealing with difieren! lighting situations. In 
general, bright lighting calis for less exposure and dull lighting for more, bul in realily 
things are often more complicated. 



A mixture of sunlight and shadow in the same frame malees for a 
tricky exposure, which is whot Terry Way had to contend with when he 
photographed his six year oíd son Connor posing in his new Hawaiion 
party outfit. In particular, the shadow casi by the brim of the hat 
partly obscured the boy's foce. To compénsate for this, Woy opened 
up the operlure slightly. This meont that some of the highlights on the 
hat brim burned out, but the boy's face was correctly exposed. 


Many cameras have fully automatic exposure Systems which, 
most of the time, will produce perfectly adequate, well- 
exposed pictures. However, leaving it up to the camera 
means letting go of your CTeatiVe COfltfOl And 
many lighting conditions - scenes containing extremes of 
light and dark, for example - are likely to fool automatic 
meters. You need to leam how to set exposures to 
compénsate for such conditions. 

Exposure meters work on the assumption that the subject in 
front of them is a rnid-tOfl© The standard tone is 
calculated as 18 per cent grey, based on the reflectance of 
the subject (i.e. the amount of light it reflects). Most of the 
time this works fine, but problems occur when the main 
point of interest differs strongly from the mid-tone. When 
there are large areas of shadOW around the subject, 
for example, an automatic system will average them out 
against the brighter areas, with the result that the subject is 
overexposed To avoici th ¡s happening, decrease 

exposure by a stop or two from the indicated reading. 

When the light is very bright, the meter can be fooled into 
underexposing the subject, especially in situations where 
sunlight is fSf l©Ct©d snow, sand or water or when 

there are large areas of sky in the frame. Like the human 
eye, the meter is blinded by the glare into exposing for the 
overall scene, and stops down the apertura to cope. In 
such cases, you need to open up the apertura a stop or 
two above the average reading to keep detail in the 
subject, even if that causes the background to burn out. 
Alternatively, you can use a burst of f¡||-¡f| fl3Sh t0 litt 
the subject. 


Aleclinical Detalla_ 

35mm SLR camera with a 17mm lens and Fujichrome Velvio film. 




Terry Woy took ibis shot of bis young son 
Colton on bis first doy out on the ski slopes. 
Tbe sunlight reflecting off the snow wos 
dazzling, and the risk with automotic 
exposure systems in situotions like ibis is 
that they will expose for the bright oreas and 
leove the subject itself underexposed. Woy 
could hove opened up tbe aperture a stop or 
two to retoin detoil in the subject, but insteod 
used fill-in flosb to compensóte for the strong 
backlighting. 

¡.leclmical Details_ 

35mm SLR romero with o 24mm lens ond 
Fujichrome Provio 100 transparency film. 


Rule of Thumb 

Most colour negative films ha ve a 
great degree of exposure latitude, 
meaning that if you get the exposure 
slightly wrong, you'll usually still get 
away with it You can also make 
oorrections at the developing or 
printing stage. The same is true for 
black-and-white films. Colour 
transparency films, however, are much 
less forgíving. More than half a stop 
out either way usually spells ruin for 
the image. For that re ason it’s 
essential to get the exposure spot on. 
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Understanding Exposure 


Exposure meters are either built into the camera, or are sepárate, 
hand-held accessories. All use light-sensitive cells to measure 
the amount of light present ¡n a scene. Most 35mm SLRs have 
TTL (through the lens) metering Systems, which can be 
programmed to set exposures automatically and usually offer 
several different modes (centre-weighted and spot metering are 
common ones). Médium format users are more likely to use 
sepárate light meters. One common type is an incident light 
meter, which is used to measure the light falling on to a subject 
rather than the light that is reflected off it. 

Most TTL systems split up the trame into a number of different 
areas. Exposure is calculated by taking readings from each of 
the different segments and then either averaging them out (a 

system known as evaluative metering» ° r 

weighting the exposure towards a particular segment of the 


Rule of Thumb 

Bracketing is a technique that is used as a 
kind of insurance policy in tricky lighting 
situatians. It involves taking a number of 
pictures of the same subject, at different 
exposures that straddle the indicated meter 
reading. This should ensure that at least 
one exposure is spot on. The technique is 
most commonly used with colour 
transparency film, as with oolour negativo 
the film’s built-in exposure latátude is 
usually enough to deal with slight errors. 


trame. Simple systems typically split the trame into a circular 
area in the centre surrounded by tour quadrants, but many are 
considerably more sophisticated than this. 

Ditterent types ot reading are possible, depending on the 

subject. a centre-weighted reading assumes 

that the main area of interest is in the centre of the frame and 
sets the exposure correctly for that area. A SpOt 
reading allows the photographer to take a precise 
reading from a small part of the image area, and is especially 
useful if the frame contains areas of high contrast. 

Many cameras.^e an exposure 

COm pensation button. This adjusts exposure up or 
down when using automatic exposure systems, and is used to 
deal with extreme lighting conditions (strong backlighting, for 
instance) or subjects with an unusual tonal range. 



The diagram shows how the fypical automatic exposure system splits 
the frame into zones. The camera (alces a reading from each zone and 
calcúlales an average, or alternatively weights the exposure towards 
a particular area. Many systems are considerably more sophisticated 
than this basic model. 




Janno Dekker look this porlroil ¡ndoors, using available light from o north-facing window. There wos slrong contras! between the light and 
dark oreas bul she needed to ensure that the young man's face was correctly exposed. In a lighting situation like this an average reading is of 
little use os the tomero's automatic exposure System will even out the light and the dark, destroying the contras). It's better to take a spot 
reading from the main point of Ínteres! (in this case the right-hand side of the young man's face) and set the exposure accordingly. 

Alechnical Details_ 

35mm SLR camero with a lOOmm lens and Kodak Tri-X b&w film. 
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Hiere are many different lypes and brands of film, eoch with ¡ts own 
characterístícs. Choice of film can greotly affect ihe appearance of the 
finished imoge, so decide carefully according lo the effect you are aiming lo ochieve. Al ihe same time, 
however, remember ibal film is relatively cheap so don'l be afraid lo try out different lypes. 



Black ond white film tends lo concéntrate attention on 
textures and Iones and often has o more subtle effect 
ibón colour. For ibis shot of my friend Mark downing 
oround in o Turkish café, I used llford XPI, a 
chromogenic film. Chromogenic films ore black and white 
films which hove o very wide exposure latilude ond ore 
developed in (-41 chemistry, normally used for colour 
negative emulsions. 

f Technical Details_ 

35mm SLR comerá with o 35-70mm lens ond llford XPI 

chromogenic b&w film. 


Films are graded according to film speed. denoted by an ISO 
(International Standards Organisatlon) number. Most films fall 
within the ISO 25 to ISO 3200 range, and the most commonly 
used types are ISO 50, ISO 100, ISO 200 and ISO 400. Each 
¡ncrease in ISO rating means thatthe film needs half the 
exposure, and each decrease means it needs double. An ISO 
400 film, for example, needs only a quarter the exposure of an 
ISO 100 one, meaning ¡tcan be used ¡n much lower lightlng 
condltions. 

Films with high I SO ralinss are known as 'fast' films; films 
with lower ratings are known as ’slow' films. The advantage of 
slcrw films is that their grain is less apparent, meaning that the 
image is recorded in finer detail. In some cases, however, you 
might want to show grain as a delibérate effect, in which case a 
fast film is preferable. 

The most popular brands of film are manufacturad in different 
sizes to fit the different camera formats. In 35mm and APS, a 
System called [)X COCÍ Ífig * s usec * to set the film speed. 
The ISO rating is encoded in a chequerboard pattem on the film 
canister and automatically read by the camera. 

Colour negative film is used to produce prints, while colour 

transparency * or reversal) film produces slides 

Generally speaking, negative film is more tolerant of minor 
exposure errors and can be m8nipul8tsd 31 the 
Processing stage, while transparency film demands more 
accurate exposure and cannot be corrected later. 

Black-and-white films too produce negatives from which a print is 
made, although there are a few black-and-white transparency 
films on the market. The other major film type is ¡nStSnt 
print film. which is used by studio photographers to shoot 
test prints. These develop within minutes and show what, if 
arry, adjustments need to be made to the lighting set-up or 
exposure setting. 







Richard Lewisohn 
used infrared film for 
this studio shot. 
Infrared film has the 
¡nteresting property 
af rendering skin 
a luminous white, 
even when the skin 
tone is dark (it has 
the same effed with 
leaves and foliage 
outdoors). Getting 
the exposure right, 
however, can be 
difficull, so it's a 
good idea lo bracket 
exposures. For 
lighting, Lewisohn 
used two softboxes, 
one placed either side 
of the subject. 
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Once you've gone lo ihe efforl of creoting a memorable ¡moge, 
you don't want lo shul ¡I awoy ino drawer. Good ¡moges deserve 
lo be seen. Framing and mounting, properly done, can really malee a print, while a good projedion 
system enhances the ¡mpoct of transparencies. You also need lo malee sure ihal your valuable archives 
are properly protected. 


First of all, be ruthless when editing your images, especially if you 
are submitting them forcompetition or exhibition, or for 
publication. One or two images that are compositionally weak 
or technically imperfect can drag the whole selection down. It's 
far better to submit just a feW imageS of high 
quality than a l°t that are mediocre. Try also to vary the 
nature of the images and cut out repetition. Choose the very 
best of each situation; discard the rest. 

Negatives are best stored in 3C¡Cl~f T66 Paper sleeves, which 
can be bought from your local photo store. Try always to handle 
negatives by the 0(jgg of the strlp without touching the 
image area and don’t leave them lying around, or they will 
quickly pick up dust and scratches. 

The easiest way to store transparencies is ¡n vlewpacks, which 
are clear plástic sheets with individual pockets. Typically they 
hold 20 or 24 transparencies of 35mm format, fewer of larger 
sizes. They can be stored in rjng-bindSFS or ' n 
suspensión files ¡n a fillng cabinet, and are easily handled for 
vlewlng on a llghtbox. 

A more styllsh way of presenting transparencies is in a card 
mount These are black cut-out sheets of card of different 
sizes, holding a single transpareney or up to 20. A clear plástic 
sleeve with a frosted back can be slipped over the mount for 
protection and for easy viewing. 


There are numerous types of slide projectors and screens which 
allow you to projectyour transparencies for home viewing. 
Projectors get hot, so don’t screen the same transpareney for 
too long at a time. AglggS FTIOUnt can Protect the slide 
and prevent ¡t from buckllng in the projector, but never send 
glass-mounted trannies through the post. They shatter easily 
and can cut the flngers of whoever opens the envelope. 

Prints can be mounted in an álbum, which is fine for famlly 
vlewlng but doesn’t really show them to full effect. Select your 

best prints for mounting and framing-^¡s 

need not be expensive, and a striking image well presented 
can provide a focal pointfor your living room or office. 

Prints are normally dryHTIOUntSd on a fíat piece of card 
and then f ¡nished with a cut-out card surround under a sheet of 
glass, all held together with a wooden, metal or plástic frame. 
You can make your own mounts or buy them ready-made from 
photo-finishers, craft shops and home decor stores. Different 
trames and mounts have subtle effeets on the way the image 
is percelved. Try out a variety of different ones, and select the 
comblnation that suits the print best. 


Rule of Thumb 

Many black-and-white photographers reckon that 
taking the picture is only half the battle: much of the 
image is made in the printing. Techniques such as 
dodging and burning are used to control the exposure 
of the print, while ooloured toners can alter the mood 
and feel of it oompletely. The chai ce of paper is also 
very important. Resin-ooated and fibre-based papers 
gíve extremely rich tonal ranges and can increase the 
impact cf the image considerably. 





The size and colour of ihe frame has a subtle 
impar! on the way the image oppears. Try out 
a variety of difieren! frames and mounts to 
see which suits your image bes!. 



























List of Contributors 


Ruñe Andersson is a Swedish photographer 
with a wide range of styles and a varied Client 
base. He takes editorial-style portraits for 
newspapers and magazines, as well as 
shooting book covers and doing commercial 
work for advertising clients. His customers 
inelude household ñames such as florist 
Interflora and car manufacturer Volvo. 
Address: Photographic Production, 

Omvagen 21, S-41275Gotenbourg, Sweden. 
Tel/fax: +46 31 409860 
E-mail: rune_fotograf@yahoo.se 


Gary Auerbach, based in Tucson, Arizona, 
specialises in commissioned portraiture and 
also works on personal projeets for gallery 
representation. His favourite subjeets are 
Native American portraits and cityscapes. For 
the past eight years he has used the platinum 
printing process, which involves contact- 
printing negatives on to sheets of watercolour 
paper hand-coated with platinum palladium 
Chemicals. This 100-year-old process gives a 
rich tonal scale and is especially suitable for 
archival prints. 

Address: 2730 N. Pantano Road, 

Tucson, Arizona 85715, USA. 

Tel: +1 520 906 6730 

E-mail: auer@azstarnet.com 

http://www.platinumphotographer.com 


Richard Bailey has been a freelance 
photographer for eight years, and specialises 
in corporate brochures, annual reports, 
portraiture and children. He has travelled 
around the world working on personal 
projeets, of which his trip to Paraguay was 
one. His book The Road to G¡ory:A Portrait of 
Britain's Paralympians has won many awards 
and pictures from ¡t have been exhibited 
around the UK. It was part of Britain's 
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Sporting Heroes, a 1998 exhibition at the 
National Portrait Gallery in London. Some of 
his work is held by the picture ageney Corbis; 
more can be viewed on his website. 
Address: Richard Bailey Photography, 

36 Olive Road, London NW2 6UD, UK. 

Tel:+44 (0)20 8450 4148 
Mobile: +44 (0)7956 971520 
E-mail: 

richard@richardbaileyphotography.co.uk 

http://www.richardbaileyphotography.co.uk 


Diane Barker studied art history atthe 
University of East Anglia and visual 
communication at Birmingham School of Art 
and Oesign. She has exhibited widely in the 
UKas a painter, and in 1992 began taking 
photographs of the Tibetan exile community. 
Her photographs have appeared in many 
magazines and books, have been used by 
charities andeampaigning organisations, and 
have featured in exhibitions, audiovisual 
presentations and education packs. She has 
travelled widely in the Himalayas and her 
exhibition of photographs, FreeSpirits: Tibet 
in Exile, has been staged in both the United 
Kingdom and India. 

Address: The Oíd Swan, Alfrick, near 
Worcester, Worcs WR6 5HY, UK. 

Tel: +44 (0)1886 832245 
E-mail: dianebarker@hotmail.com 
httpV/www.spirit-of-ti bet.co.uk 


Ronnie Bennett took up portrait photography 
as a second career in the mid-1990s, after 
completing a City and Guilds Professional 
Photography course. Since then she has won 
more than 40 awards, ¡neluding a Fellowship 
from the Royal Photographic Society, an 
Associateship with the British Institute of 
Professional Photography, the 1998 Fujifilm 


Portrait Photographer of the Year award and 
the 1999 Kodak Children's Portrait 
Photographer of the Year prize. She is also a 
member of the Association of Photographers. 
Over the past f ive years she has worked 
mainly for prívate clients but plans to diversify 
into advertising and editorial portrait work. 
Address: Orchard House, 

West Tisted, Alresford, 

Hampshire S024 OHJ, UK. 

Tel:+44 (0)1962 773140 
Fax:+44 (0)1962 773141 


Jorgen Brandttrained at Gloucestershire 
College of Art and Technology in the UK in the 
early 1980s and is now an advertising 
photographer based in Copenhagen, Denmark, 
where he has run his own studio since 1987. 
Besides advertising, he produces portraits and 
fashion work as well as personal work for 
exhibitions. 

Address: JB Studio, 

St Kongensgade 110B, 

1264 Copenhagen K, Denmark. 

Tel:+45 33 15 03 03 
Fax: +45 33 1503 35 
E-mail: jb@jbstudio.dk 

Cario Chinea was bom in Bath in 1953. He 
began working as a freelance photographer in 
London in the mid-1970s and won a Nikon 
Gold Medal for black-and-white photography 
in 1986. After f¡ve years in Spain and a short 
spell in Africa he returned to the UK, where he 
nowconcentrates on producing illustrated 
articles. His photographs have been published 
by Comic Relief, the BBC's Radio Times, the 
Telegraph Magazine, Ufe, Country Life, The 
Independent and Footprint Handbooks. He is 
currently working on two book projeets: Heart 
of Africa, a contemporary view of Uganda and 


¡ts people, and Under the Moon, which 
portrays the people of Andalucía in Spaín. His 
photographs of Uganda were exhibited at the 
Commonwealth Club, London over the summer 
of 2000. 

Address: 7 The Daglands, 

Camerton, Bath BA3 1PB, UK. 

Tel: +44(0)1761 470258 


Donna Dean tooka degree ¡n multimedia, 
majoring in photography, at the Uníversity of 
London. She specialises in unusual portraits, 
including pictures of children, underwater 
shots and publicity photographs. She has had 
work published in The Times, Music for the 
Movies. Making Music and FilmScore 
Monthly. As well as working on prívate 
commissions, she has held two exhibitions of 
her work in London, in Chelsea and Highgate. 
Address: 13 Northfleet House, 

Newcomen Street, London SE1 1YX, UK. 

Tel: +44 (0)20 7207 4632 

E-mail: donna@deedee45.freeserve.co.uk 


Janna Dekkertook up photography in 1985 
after studying Spanish at the University of 
Leiden. She learned the basics from a friend 
who was an advertising photographer, and 
now specialises in portraits, nudes, still lites 
and travel subjects. Since 1995 she has also 
been making videos. Her photographs have 
been exhibited in many galleries in Europeand 
also in the USA. 

Address: V. Oldenbarneveltstraat 125B, 

3012 GT Rotterdam, The Netherlands. 

Tel: +31 10 4146330 
E-mail: JannaHJ@ipr.nl 


Guy Dondlinger was born in Luxembourg but 
now lives in Berlín, where he works as a 


graphic designen He takes many of his 
photographs as raw material for his graphic 
work, manípulatingthemafterwards. Others, 
however, he leaves untouched. Most of his 
pictures are candid portraits of people, taken 
in various corners of the world. 

Address: Wissmannstrasse 14, 

12049 Berlín, Germany. 

Tel: +49 30 621 1420/+49 30 34007 214 
E-mail: gdon@berlin.snafu.de 
http://www.geocities.com/gheedon 


Wolfram Eder was born in Geissen, Germany 
in 1955. He studied communication and design 
and in 1982 had his first exhibition of black- 
and-white portraits at the Frankfurter 
Kunstverein. Since then he has undertaken 
portrait work for the press, for advertising 
agencies and for prívate clients. His work has 
been widely exhibited and he has published 
several books. He lives in Aschaffenburg, 
where the portraits in this book were taken. 
Address: Wolfram Eder Fotodesign, 
Herstallstrasse 20, 63739 Aschaffenburg, 
Germany. 

Tel/fax: +49 (0)6021 29277 


Anna S Fabres studied photography in París 
in 1989/90 and subsequently trained on Elle 
magazine. Most of her photographs are of 
people. Her CV ineludes editorial work for 
magazines such as Vogue Living, GQ Spaln, Le 
Monlteur and Carta Capital, together with 
various newspaper publications, film stills and 
book and CD covers. Her work has also 
appeared in a number of exhibitions, including 
that of the Royal Photographic Society. 
Address: 55 Burnfoot Avenue, 

London SW6 5EB, UK. 

Fax:+44 (0)20 7371 5975 
E-mail: annasfabres@hotmail.com 


Ton Hendriks was born in 1953 in Hilversum, 
Holland. He studied philosophy at university in 
Amsterdam but on graduating resolved to 
become a photographer. He began as a 
newspaper photojournalist, specialising in 
documentary photography before gravitating 
towards portraiture. Since then he has worked 
for a variety of magazines, and has completed 
several personal projeets with a social 
documentary theme. These inelude portrait 
series of the young homeless, the mentally 
handicapped, migrants, gypsies and the people 
of Surinam. 

Address: Nienke van Hichtumstraat 35, 

1064 MH Amsterdam, The Netherlands. 
Tel/fax: +31 (0)20 6144456 
E-mail: tonhendriksfotografie@hetnet.nl 
http://www.homepages.hetnet.nl/~foton 


Kobi Israel was born in Tel Aviv in 1970. He 
studied photography and cinematography at 
the Academic School of Art in Tel Aviv and the 
New York Film Academy. He has photographed 
more than 30 CD sleeves for Israel's leading 
record labels and supplies pictures of 
recording artísts tothe intemational press. His 
travel pictures have appeared in a number of 
books and magazines and have won several 
awards. In 1997 he staged a solo exhibition, 
Cltles That Never Sleep, which was shown in 
Tel Aviv and on the Internet. 

Address: PO Box 5353, 

Tel Aviv, 61053 Israel. 

Tel: +972 3 53 26 66 63 
Fax: +972 3 6825 333 
E-mail: to@kobi-israel.co.il 
http://www.kobi-israel.co.il 
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Staffan Jofjell's fascination with photography 
was first sparked by family photograph albums, 
with their pages of small black-and-white 
prints. As a photographer himself he aims to 
capture the mood of the moment. He studied 
photography at the Christer Strómholm 
photography school, and backed this upwith a 
number of courses and a lot of practice. His 
photographic work ineludes exhibitions, slide 
presentations, video and advertising. 

Address: Bildverkstan, 

Munkerudsvagen 15, 

S-684 32 Munkfors, Sweden. 

Tel/fax: +46 (0)563 528 50 
E-mail: s.jofjell@telia.com 

Gamini Kumara is a fine arts photographer 
who specialises in portraiture. She studied at 
Minneapolis College of Art and Design, where 
she was inspired by the work of photographers 
such as Richard Avedon, Robert Frank, Oiane 
Arbus and Eugene Atget. She now works in 
Computer imaging for pre-press and graphic 
design while pursuing her photographic 
interests. Besides portraiture and fine arts 
photography, these inelude digital photo 
manipulation and photography websites. She 
has had her own website since 1994. 

Address: 6921 Olson Memorial Hwy, 

Golden Valley. MN 55427, USA. 

Tel: +1 763 595 9548 

E-mail: gamini@visi.com 

http://www.visi.com/-gamini/index.html 


Richard Lewisohn spent a year studying 
photography at the London College of Printing. 
Since then he has been shooting studio and 
location editorial portraits as well as corporate 
work, including annual reports, both inthe UK 
and in Europe. 

Address: Richard Lewisohn Photography, 


15 Moorhouse Road, London W2 5DH, UK. 
Tel:+44 (0)20 7229 6752 
Fax: +44 (0)20 7243 4689 
E-mail: richard@lewisohn.co.uk 
http://www.lewisohn.co.uk 


Rossaline Lucock is a member of the Master 
Photographers Association with some 30 years' 
experience. Together with her husband Tony, 
also a photographer, she left London in the 
mid-1980s for rural Cornwall, where they 
opened Grindley Studios. She specialises in 
portraits, covering everything from children to 
make-overs, families, musicians and CD covers. 
Address: Grindley Studios, Tregrehan, 

St Austell. Cornwall PL25 3RJ, UK. 

Tel: +44(0)1726 812472 
Fax:+44 (0)1726 816277 
http://grindley-studios.youruk.com 


Alain Paris has devoted himself to making 
images of Africa for the past 15 years, 
particularly Senegal. Some pictures he takes 
while travelling around the continent, others he 
creates inthe studio. Bush Studio, a series of 
portraits taken with a médium format camera 
in a daylight studio, grew out of his attachment 
to Kafountine, a small village in Senegal. Other 
projeets inelude Seefs/and Black Mirages. He 
has also produced Montreuil on the Stage, a 
study of the African population of the small 
French townof Montreuil. 

Address: 26 rué Pierre Dulac, 

94120 Fontenay-sous-bois, France. 

Tel: +33(0)6 09 02 53 87 
E-mail: ap@blackmirages.com 
http://www.blackmirages.com 

Kris Rackham studied graphics but turned to 
photography at the age of 20 after assisting 


photographer John Braeckmans on a number of 
shoots. Since then he has worked on numerous 
commissions and has had many pictures 
published. He works exclusively in black and 
white, and mostly in the studio. The key to 
successful portrait photography, he believes, is 
making subjeets feel good about themselves. 
Address: Kantstraat 2 bus 2, 

B-2500 Lier, Belgium. 

Tel: +32 (0) 34809871/+32 (0)477495132 
E-mail: kris.rackham@advalvas.be 
http://www.ping.be/rackham 

Angela Read has been involved with 
photography since the age of 14. She has 
worked in many different capacities, including 
fashion stylist, photographers assistant and 
press photographer on newspapers and 
magazines. She combines a fine arts education 
with sound commercial experience. 

Address: Angel Eyes, 

342 Keewatin Avenue, Toronto, 

Ontario, Cañada M4P 2A5. 

Tel: +1 416 486 6080 

Fax: +1 416486 6315 

E-mail: angelise@istar.ca 

http://www.portfolios.com 

http://www.lafondphoto.com/angelaread 


Paul Sanders graduated from Art Center 
College of Design in Pasadena, California, and 
began his career as a fashion photographer in 
Milán. He later opened an advertising 
photography studio in Los Angeles, serving 
major clients such as American Express, Hifton 
Hotels, MCA/Universal, Microsoft, Nissan and 
Toshiba. He has won numerous industry 
awards for his advertising work, including 
awards from New York Art Director's Club, 
Northwest Addys, Beldings, Best in the West, 
the One Show and an award of excellencefrom 


Communication Arts. His work has been widelY 
publíshed. 

Address: Paul Sanders Photography, 

11738 Kallgren Road NE, 

Bainbridge Island, Washington 98110, USA. 

Tel: +1 206 780 5152 
ttoll-free: +1 888 323 7374) 

Fax: +1 206780 5161 
E-mail: pauiphotog@aol.com 

Philip Sprague, bom in 1962, has been a 
photographer for more than 20 years and has 
won numerous awards in exhibitions, both in 
the UK and intemationally. He is self-taught, 
and enjoys all kinds of photography, 
particularly travel and landscapes. Joe Cornish, 
Galen Rowell and Sebastiao Salgado are 
among the photographers whose work he 
admires. In 1998 he visited a numberof 
countries including Tibet, New Zealand, 
Namibia and Zanzíbar, and a selection of 
images from this trip can be viewed on his 
website. 

Tel: +44 (0)1889 576000 
E-mail: clic k.photography@v¡ rgin.net 
http://freespace.virgin.net/philip. 
sprague/index.html 


Daniel Stonekwas bom in Montevideo in 
1955 and acquired his first SLR when he was 
25. He did a two-year photography course and 
learned from working with more experienced 
photographers. He has partidpated in many 
competitions and exhibitions and has won a 
number of awards. Since 1994 he has 
specialised in a combination of digital and 
commercial photography, with a Client list that 
ineludes Philip Morris, Welia Uruguay, Aventis 
Pharma and Seagram. 

Address: Studio Stonek, 

M Cervantes 2174, 


11600 Montevideo, Uruguay 
Tel: +598 2 487 0363/+598 9 966 1741 
Fax: +598 2 486 0353 
E-mail: stonek@royal.net 


Tricia Timmermans is Australian by birth but 
lives in Cañada. She graduated in 
photojournalism from the Western Academy of 
Photography in Victoria, British Columbia in 
1996. She specialises in photographing people 
and places, and has travelled to South East 
Asia, Africa, México, Brazil, Nepal and India. 
She is also a freelance writer, with two 
editions of a travel book (British Columbia off 
the Beaten Path ) to her credit. She is working 
on two further books, one about her father's 
experiences in the Second World War, the 
other a collection of photographs and stories. 
Address: Photo-J Inc., 

106-2768 Satellite Street, Victoria, 

British Columbia, Cañada V8S 5G8. 

Tel/fax: +1 250 592 5088 
E-mail: photo-j@home.com 
http://www.photo-j.com 
http://portf oli os.com/photo 


Terry Way is a freelance photographer based 
in Santa Cruz, California. He began taking 
sports and action pictures at a very eariy age. 
inspired by a loveof surfing, and later moved 
on to photographing musicians and recording 
his travels around the world. Besides portraits, 
he specialises in documentary-style wedding 
photography and in garden and tropical plant 
photography. His images have featured in 
major advertising campaigns both in the US 
and intemationally and he is represented by 
several stock photo agencies. Since becoming 
a father, his two young sons have become his 
main photographic subjeets. 

Address: Terry Way Photography, 


1825 Rodríguez St, Santa Cruz, 

CA 95063, USA. 

Tel: +1 831 464 0939 
Fax: +1 831 464 6845 
E-mail: postmaster@terryway.com 


Philip Winestone was born in Glasgow, 
Scotland and spent a number of years working 
in engineering and computing. He discovered 
his talent for photography while still a student, 
and evolved his very minimalist style while 
studying under New York photographer Barry 
Ashley. He has now been taking pictures for 
more than 25 years. specialising in people but 
also taking still lifes and landscapes. His 
commissions inelude magazine and advertising 
work in New York and Toronto, as well as 
gallery exhibits and prívate portraiture work. 
Address: 95 Peckham Avenue, Toronto, 
Ontario, Cañada M2R 2V4. 

Tel: +1 416 221 0150 
Fax: +1 416225 5755 
E-mail: philip.winestone@home.com 


204 


Glossary 


Aperture priorlty 

An auto-exposure setting in which the user 
selects the aperture and the camera's 
exposure System sets the appropriate 
shutter speed. 

APO lens 

A highly-corrected lens which is designed 
to give optimum definition at wide 
apertures and is most often available in 
the better-quality long-focus lenses. 

Ariel perspectiva 

The tendency of distant objects to appear 
bluer and lighter than cióse details, 
enhancing the impression of depth and 
distance in an image. 

Auto-bracketing 

Afacility available on many cameras which 
allows three or more exposures to be 
taken automatically in quick succession, 
giving both more and less than the 
calculated exposure. This is usually 
adjustable in increments of one-third, half 
or one stop settings and is especially 
useful when shooting colour 
transparency film. 

Auto Exposure Lock 

Camera feature which. in automatic 
exposure mode, allows the user to take 
a spot reading and set an exposure for a 
particular part of the frame before 
recomposing the image. 


B Setting 

Bulb setting, a shutter speed which allows 
the shutter to be held open for long 
exposures with a cable release. 

Barn Doors 

Device resembling a pair of shutters that is 
attached to a studio lighting unit to 
restrict its lighting output. 

Bellows unit 

An adjustable device which allows the lens 
to be extended from the camera body to 
focus at very cióse distances. 

Black Reflector 

A panel with a black matt surface, used to 
prevent light being reflected back into 
shaldow areas in order to create a 
dramatic effect. 

Buming 

Darkroom printing technique in which areas 
of the print are given extra exposure to 
darken them. 

C-41 

The Chemical process used to develop 
colour negativo films. 

Cable release 

A flexible device which attaches to the 
camera's shutter-release mechanism and 
which allows the shutter to be fired 
without touching the camera. 


Colour cast 

A variation in a colour photograph from the 
true colour of a subject which is caused 
by the light source having a different 
colour temperature to that for which the 
film is balanced. 

Colour temperature 

A means of expressing the specific colour 
quality of a light source in degrees Kelvin 
(K). Daylight colour film is balanced to 
give accurate colours at around 5,600 
degrees K but daylight can vary from only 
3,500 degrees K cióse to sundown to 
over 20,000 degrees K in open shade 
when there is a blue sky. 

Cross Processing 
The technique of Processing colour 
transparency film in colour negative 
chemistry, and vice versa, to obtain 
unusual effects. 

Data back 

A camera attachment which allows 
information like the time and date to 
be printed on the film alongside or 
within the images. 

Daylight Bulbs 

Lightbulbs balanced to give illumination 
cióse to natural daylight. 

Dedicated ñash 

A flash gun which connects to the 
camera’s metering System and Controls 
the power of the flash to produce a 
correct exposure. It will also work when 
the flash is bounced or diffused. 


Depth of field 

The dislance in front and behind the point 
at which a lens is focused which will be 
rendered acceptably Sharp It increases 
when the aperlure is made smaller and 
extends about two-thirds behind the 
point of focus and one-third in front The 
depth of field becomes smaller when the 
lens is focused at cióse distances. A 
scale indicating depth of field for each 
aperture is marked on most lens mounts 
and it can also be judged visually on SLR 
cameras which have a depth-of-field 
preview button. 

Dodging 

Darkroom printing technique in which areas 
of the print are masked off during 
exposure so that they print lighter. 

DX coding 

A System whereby a 35mm camera reads 
the film speed from a bar code printed on 
the cassette and sets it automatically. 

E6 

Chemical process used to develop colour 
transparency films. 

Evaluatlve meterlng 

An exposure meter setting in which 
brightness levels are measured from 
various segments of the image and the 
results used to compute an average. It's 
designed to reduce the risk of under or 
overexposing subjects with an abnormal 
tonal range. 

Exposure compensation 

A setting which can be used to give less or 
more exposure when using the camera's 
auto-exposure system for subjects which 
have an abnormal tonal range. It is usually 
adjustable in one-third of a stop ¡ncrements. 


Exposure latitude 
The ability of a film to produce an 
acceptable image when an ¡ncorrect 
exposure is given. Negative films have 
a significantly greater exposure latitude 
than transparency films. 

Extensión tubes 

Tubes of varying lengths which can be 
fitted between the camera body and 
lens to allow it to focus at cióse 
distances. These are usually available 
in sets of three different widths. 

Fill-ln flash 

A camera setting for use with dedicated 
flash guns which Controls the light output 
from a flash unit and allows it to be 
balanced with the subject's ambient 
lighting when it is too contrasty or there 
are deep shadows. 

Film Speed 

Indicated by the ISO rating of the film 
(ISO 50, 1 00, 200, 400 etc.) The lower the 
number, the slowerthe film. Slow films 
give finer detail but require more light. 

Fast films can be used in lower lighting 
conditions but their grain is more apparent. 

Filter factor 

The amount by which the exposure must 
be increased to allow for the use of a 
filter. A x2 filter requires an ¡ncrease of 
one stop and a x4 filter requires a two 
stop exposure increase. 

Flash Meter 

An exposure meter which is designed to 
measure the light produced during the 
very brief burst from a flash unit. 


Flash Sync Lead 

Short cable which connects a flashgun to a 
camera when the flashgun is not 
mounted in the camera's hotshoe. Allows 
synchronised flash exposure. 

Grey card 

A piece of card which is tinted to reflect 18 
per cent of the light falling upon it. It is the 
standard tone to which exposure meters 
are calibrated and can be used for 
substitute exposure readings when the 
subject is very light or dark in tone. 

Guide Numbers 

Indícate the power output of a flashgun, 
based on the corred exposure for a given 
film speed, aperture and distance from 
the subject 

Honeyoomb Grld 

Grill-like device which fits over a flashgun 
or studio lighting unit to restrict its output 
and limit light spill. 

Hotshoe 

Slot on top of the camera in which 
flashguns and other accessories are 
mounted. The hotshoe contains 
electronic contad points which 
automatically synchronise camera and 
accessory operations. 

Hyperfocal Distance 

The closest distance at which details will 
be rendered sharp when the lens is 
focused on infinity. By focusing on the 
hyperfocal distance you can make 
máximum use of the depth of field at a 
given aperture. 

Incident light readlng 

A method involving the use of a hand meter 
to measure the light falling upon a subject 
instead of that which is reflected from it. 
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ISO rating 

The standard by which film speeds are 
measured. Most films fall within the 
range of ISO 25 to ISO 3200. A film with 
double the ISO rating needs one stop 
less exposure and a film with half the 
ISO rating needs one stop more 
exposure. The rating is subdivided into 
one-third of a stop settings i.e. 50, 64, 

80, 100 and so on. 

Lightbox 

Frosted glass box containing fluorescent 
tubes, used to view transparentes. 
There are both table-top and portable 
versions. 

Loupe 

Magnifying device used to view 
transparentes on a lightbox. 

Macro lens 

A lens which is designed to focus at cióse 
distances to give up to a life-size image 
of a subject. 

Matrix metering 

See evaluative metering 

Mlrror lock 

A device which allows the mirror of an SLR 
camera to be flipped up before the 
exposure is made to reduce vibration and 
avoid loss of sharpness when shooting 
close-ups or using a long-focus lens. 


Neutral Denslty Fllter 

A filter that reduces the intensity of the 
light reaching the image without 
affecting colours in any way Allows the 
use of larger aperturas in very bright 
lighting conditions. 

Open Flash 

Technique of firing a flashgun manually 
without synchronisation to the camera 
It can be used to 'paint' with light, when 
the photographer fires several bursts of 
flash to ¡Ilumínate different parts of the 
subject while the shutter remains open. 

Photo flood 

A film light sometimes used for studio 
photography. Gives a predominantly blue 
cast to lighting. 

Polarising fllter 

A neutral grey filter which can reduce the 
brightness of reflections on non-metallic 
surfaces such as water, foliage and blue sky. 

Programmed exposure 
An auto-exposure setting in which the 
camera’s metering system sets both 
apertura and shutter speed according the 
subject matter and lighting conditions. It 
usually offers choices like landscape, 
close-up, portrait, action etc. 

Pulling 

A means of lowering the stated speed of a 
film by reducing the development times. 


Pushing 

A means of increasing the stated speed 
of a film by increasing the development 
times. 

Reciproclty failure 
The effect when very long exposures are 
given. Some films become effectively 
slower when exposures of more than 
one second are given and doubling the 
length of the exposure does not have as 
much effect as opening up the aperture 
by one stop 

Reflector 

Used to throw light back on to a subject 
to fill in shadows and even out lighting. 
Can be used with flash or in sunlight. 
There are many commercially available 
types but reflective materials such as 
polystyrene, si Iver foil and white card 
are also commonly used. 

Shutter priorlty 

A setting on auto-exposure cameras which 
allows the photographer to set the 
shutter speed while the camera's 
metering system selects the appropriate 
aperture. 

Slow-Sync Flash 

Flash setting in which the shutter remains 
open longer than normal to retain detail 
in the background of the scene. 

SLR 

Single lens reflex, the most common type 
of 35mm camera Allows the image to 
be viewed through the lens vía a mirror 
angled at 45 degrees. When the shutter 
is fired, the mirror flips up out of the 
way to allow light through to the film 
behind. 


Snoot 

A conical device which fits over the front 
of a studio lighting unit to concéntrate 
¡ts output and reduce light spiII. 

Softbox 

A large light reflector, shaped something 
like an umbrella, with a translucent 
screen which softens and diffuses 
studio flash lighting. 

Spot Light 

A light source fitted with a lens which 
enables a precisely focused beam of 
light to be projected. 

Spot metering 

A means of measuring the exposure from a 
small and precise area of the image 
which is often an option on SLR cameras. 
It is useful when calculating the exposure 
from high-contrast subjects or those with 
an abnormal tonal range. 

Substituto reading 
An exposure reading taken from an object 
of average tone which is ¡lluminated in 
the same way as the subject. This is a 
useful way of calculating the exposure for 
a subject which is much lighter or darker 
than average. 

TLR 

Twin lens reflex, a type of médium format 
camera which has two lenses, one for 
focusing and one for exposing the 
image. Ncrw largely superseded by 
SLRs. 

TTL Metering 

Through the lens metering, which allows 
the corred exposure to be worked out 
¡n-camera without the need for a 
sepárate hand-held light meter. 






:*!: 



This book constitutes indispensable readmg for anyone 
seeking to take great portraits. People are by far the 
most popular photographic subject, yet getting that 
special picture often involves more than just pointing 
and shooting From taking informal portraits to using 
backgrounds, colours and studio iightlng, this book 


contains mvaluable advice on how to get the best from 
your models at all times As well as offering tips and 
techmcal hints throughout. it also ineludes a whole 
section on choosing tenses, film, cameras and lighting 
equipment, making it a truly complete and accessible 
guide to all 
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